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Preface 


In the present context I define iconography as the study of icons meant for wor- 
ship, in which the icons are described, classified and interpreted with respect 
to their meaning. Iconography, which is connected to mythology and theology, 
addresses the content rather than the form or style of art and thus forms an im- 
portant part of the study of religion. 

The basic texts about the iconography of Hindu deities have been written 
in Sanskrit. Since few of these texts have been translated or studied, much has 
been left to further research. What knowledge we have of Indian iconography is 
largely based on secondary sources or descriptions of art objects, while the bulk 
of Sanskrit texts addressing the subject has remained unstudied. This is even 
truer for the esoteric traditions of Hinduism recorded in Tantric texts, despite a 
continuing popular interest in Tantra. 

The aim of this monograph is to contribute to our knowledge of the iconog- 
raphy of Hindu Tantric deities by making deity descriptions from primary 
sources accessible through solid textual study to indologists, historians of 
religion and art historians for various purposes, including the identification 
of icons. As a philologist writing this monograph, I have dealt primarily with 
textual sources that describe deities for visualization, but I have also referred 
to corresponding visual representations in art as far as they could be identified. 
Not being an art historian by training, I have been especially cautious in 
drawing conclusions from the visual materials presented here. The present 
study consists of two volumes. Volume One focuses on the iconography of 
108 Hindu deities, mostly in their Tantric forms, as they are described in the 
sixteenth-century North Indian compendium Mantramahodadhi (“the Great 
Ocean of Mantras”) by Mahidhara. Volume Two presents 78 deity descrip- 
tions extracted from the anonymous Prapaficasara and 101 descriptions from 
Laksmanadesika’s Saradatilaka, which are based on the Prapajicasara. Both 
works most likely belong to the tenth or eleventh centuries. This study is a 
continuation of my work on iconographic texts in Sanskrit, which includes 
Forms of GaneSa (1989) and The Hindu Deities Illustrated according to the 
Pratisthalaksanasarasamuccaya (1990), with the latter publication including 
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illustrations from manuscripts. 

My interest in the Mantramahodadhi began in 1992, when I discovered an 
edition of the text in Telugu script containing line-drawings of the deities de- 
scribed. Though it has at times been interrupted by other projects and obliga- 
tions, my work on the text began in 1993 with a plan to present the deity de- 
scriptions with illustrations and a brief commentary. While working on the ex- 
planatory notes, I began to study the deity descriptions in the Prapaficasara and 
the Saradatilaka for comparison and eventually decided to edit them as well. 
Over time the idea of presenting the material in a two-volume monograph took 
shape. Several grants and fellowships in support of this project have allowed 
me to include the additional material. Even though the complete text of the 
Mantramahodadhi had been translated into English by Indian scholars, it has 
been worthwhile to re-edit the iconographic passages. I have incorporated ad- 
ditional textual variants from other sources and translated the deity descriptions 
more accurately, analysed them systematically and provided explanatory notes, 
while taking into account material from original Sanskrit texts. 

Visual material frequently communicates messages better and more rapidly 
than even the most elaborate descriptions, and visuals are especially important 
in the field of iconography. I chose to include in this book not only the line- 
drawings from the Telugu edition of the Mantramahodadhi but also as many 
other visual representations of Tantric deities as possible. Some of these cor- 
respond exactly to the descriptions in the text, and though others do so only in 
part, this suggests a relationship between textual prescription and depiction in 
art. The task of collecting and identifying visual representations of the deities 
described involved correspondence with museums and collections as well as 
extensive travel in India. 

I would like to thank Professor K.S. Arjunwadkar and Dr. R.P. Goswami, 
Pune, for valuable suggestions on earlier drafts of this book; Ms. M. Rao, Madi- 
son, for checking variant readings in the edition of the Mantramahodadhi in 
Telugu script; Professor T. Goudriaan, Utrecht, Professor $. Gupta-Gombrich, 
Oxford, and Dr. P. Pal, Los Angeles, for their suggestions; the American 
Academy of Religion, the American Institute of Indian Studies, the Amer- 
ican Council of Learned Societies, the Graduate School of the University 
of Wisconsin-Madison and the National Endowment for the Humanities for 
supporting my project at different stages with research support, fellowships or 
travel grants. 

I thank Professor H.W. Bodewitz, Leiden, and Professor H.T. Bakker, 
Groningen, of the editorial board of the Gonda Indological Studies for 
accepting this study in their series. 
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My thanks are due to the following individuals and institutions for permis- 
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1 Introduction 


1.1 The Mantramahodadhi in Context 


Material for the study of Tantric iconography can be classified as archaeolog- 
ical or literary. The literary materials range from poetic texts to inscriptions. 
Important textual materials fall into three broad categories: 


1 texts styled as Tantras (sometimes also called Agamas or Samhitas), in- 
cluding sections of the Purana literature, belonging to various traditions, 
time periods and geographical areas; 


2 compendiums of (Tantric) ritual and works of a similar nature, which ex- 
tract deity descriptions from the texts in category 1; 


3 texts on sculpture and architecture (Silpasdastra), which incorporate the 
deity descriptions mostly from works of categories 1 or 2. 


The sixteenth-century Mantramahodadhi (hereafter MM) is a compendium that 
addresses topics related to Tantra, and specifically to mantrasdastra. Its author, 
Mahidhara, intended to gather into a single book the ritual practices connected 
to a large number of deities described in the Tantras. The book belongs to a tra- 
dition of compendiums which differ from one another in the selection of the 
deities included and the order in which the deities appear. Due to its clear and 
well-structured presentation and the broad range of topics covered, the MM, 
along with its author’s commentary, continues to enjoy considerable popularity 
throughout India. Its popularity rivals Krsnananda Agamavagisa’s Tantrasara, 
which was most likely written one century later. The MM 1s quoted as an au- 
thority in Bhaskararaya Makhindra’s Trcabhaskara, written in 1708 (p. 30, 1; 
p. 140, 24) and also served as a major textual source for Madhavaraya Vaidya’s 
late nineteenth-century Mantramaharmava. 

In this section I would like to outline compendiums of a similar nature that 
I have frequently referred to in this book. The Prapajicasara (PS), a work in 
the South Indian smdrta tradition, is among the earlier compendiums of this 
kind. It is traditionally attributed to the philosopher Samkara, but was com- 
piled most likely in the tenth century. The text addresses deities such as Surya, 
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Laksmi, Durga, GaneSa, Visnu and Siva, but does not mention forms of Tara, 
who attained great importance in later texts such as the MM. The PS is exten- 
sively quoted in many other texts, including Srikumara’s ca. sixteenth-century 
Silparatna. 

LaksmanadeSika’s famous Saradatilaka (ST), most likely written at the end 
of the tenth century or in the first part of the eleventh century, | is based on the 
PS, but is written more clearly than the earlier text. Its most important commen- 
tary is the Padarthadarsa by the Maharashtrian Raghavabhatta, who completed 
it in Varanasi on December 15, 1493 CE. The deities described in the ST are 
for the most part also found in the PS, but they often appear in a different se- 
quence and with additional iconographic forms. Since the deity descriptions in 
the PS and the ST are the subject of Volume Two of this study, I shall discuss 
these texts, their authors and dates of composition in the introduction to Volume 
Two. 

The Tantrasarasamgraha (TSS) is a compilation by Narayana, a Kerala 
Brahmin who resided in Sivapura on the banks of the river Nila. He was 
the son of Narayana and his wife Uma. The work is divided into thirty-two 
chapters. It is popularly known as the Visanarayaniya, since its initial ten 
chapters deal with poisons (visa). Goudriaan 1977: 160 states that this work is 
not identical to the Narayaniya quoted by Raghavabhatta in his commentary on 
the ST; however, this turns out to be incorrect. The work referred to and cited 
by Raghava is indeed the TSS.” Since Raghava completed his commentary in 
1483, the TSS can safely be assigned to the fifteenth century (eliminating the 
possibility of the sixteenth century)? or earlier. The TSS was printed with an 
anonymous commentary (vyakhyda), which contains valuable information and 
may be the work of the author himself. 

The Mantrapada (pada 2, patalas 15-52) is part of IsanaSivagurudevami- 
$ra’s [§4naSivagurudevapaddhati (ISP), which is also known as the Tantrapa- 
ddhati. The ISP is a Saiva manual of temple worship and was assigned to the 


| Goudriaan in Goudriaan/Gupta 1981: 135 assigns the ST tentatively to the eleventh century. 

2 In the following I identify a number of citations from the Narayaniya in Raghavabhatta’s 
commentary that are from the TSS: Raghavabhatta, p. 589, 12 = TSS 25.29cd; p. 589, 20 
= TSS 25,23ab; p. 590, 13-14 = TSS 25.24cd—25ab; p. 591, 24-26 = TSS 25.14—15Sab; p. 
592, 5 = TSS 25.3d; p. 592, 25 = TSS 25.7ab; p. 592, 27-28 = TSS 25.7cd—8ab; p. 593, 15 = 
TSS 25.9a; p. 593, 18-19 = TSS 25.6; p. 748, 18 = TSS 23.39ab; p. 749, 15 = TSS 23.44cd; 
and p. 750, 19-20 = TSS 23.5la—c. 

3 Both the preface to the edition of the TSS, p. 1 and Goudriaan in Goudriaan/Gupta 1981: 
128 give the date as the fifteenth or the sixteenth century. 
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last part of the eleventh (Dviveda)* or to the twelfth century (Unni 1987: 9); (at 
least part of) the Mantrapada, however, is of a much later date. The Mantrapa- 
da describes the goddesses Matangi (chapter 26.120) and Dhtimavati (chapter 
47.61), who later figure in the Tantric group of Mahavidya goddesses. The texts 
(which also include the PS) quoted in the ISP with its Mantrapada section are 
listed in Dviveda 1995: 189-190. Most chapters in the Mantrapada correspond 
to chapters in the TSS. Of special interest is the adaptation of Buddhist Tantric 
mantras and rituals in both texts: the worship of Vasudhara is addressed in chap- 
ter 26.1-65 of the Mantrapada and in TSS 22.19-41, and the mantras of Yama- 
ntaka/Yama in chapter 47.1f. of the Mantrapada and in TSS 17.9f. The relation- 
ship between the Mantrapada of the ISP and Narayana’s TSS was first discussed 
by Goudriaan 1977: 158-160 and Goudriaan in Goudriaan/Gupta 1981: 128. 
Goudriaan considered it possible that either chapters 15—38 of the Mantrapa- 
da are recast in the TSS, and chapters 39-52 of the Mantrapada are based on 
the TSS, or that both the Mantrapada and the TSS are based on one source. 
In the meantime, Unni 1987: 21-22 has demonstrated that chapter 41.2 of the 
Mantrapada clearly refers to the TSS (cited as the Narayantya) and that the TSS 
is among the sources used in the Mantrapada. 

A less encyclopaedic work of the same category is the Phetkarinitantra (or 
Phetkariya) which is of uncertain date. The text was assigned to the thirteenth 
century by Bharati 1965: 60 without evidence. Among the deities in this work 
are Kukkuta, Ucchistacandalini, Dhimavati and forms of Kali and Durga. 

A text whose content closely follows that of the PS is the Prapaficasa- 
rasarasamgraha (PSSS) by Girvanendra Yati or Girvanendra Sarasvati. This 
text is apparently also known by the name Prapaficasarasamgraha.” Even 
though Girvanendra basically follows the PS, he quotes extensively from 
the Mantrasara, the (Prayoga-) Kramadipika commentary on the PS, “the 
Sanatkumariya,” the Saradatilaka and Visnudeva’s Mantradevataprakasika. 
Girvanendra’s date is given as 1450 by Dasgupta 1922, volume 2: 52, note 2, 
most likely based on the assumption that he was the teacher of Bodhendra, 


4 See V.V. Dviveda’s remarks in connection with the Prapaficasara in the introduction to his 
edition of the Nityasodasikarmava, Varanasi: Varanaseya Sanskrit Vishvavidyalaya 1968: 
41. Isanasiva of the Mattamayira lineage was the teacher of Vairocana who wrote the 
Pratisthalaksanasarasamuccaya. The oldest manuscript of the text dates from 1168 CE (see 
The Hindu Deities Illustrated according to the Pratisthalaksanasdrasamuccaya. Compiled 
by G. Biihnemann and M. Tachikawa. Tokyo: The Centre for East Asian Cultural Studies 
1990, Part 1: The Pratisthalaksanasdrasamuccaya and Its Illustrations by G. Bihnemann, 
p. 12). 

5 Girvanendra’s work is quoted by that name in Bhaskararaya’s Trcabhaskara, p. 27, 26. 
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who wrote the Advaitabhisana, and of NrsimhaSrama, who wrote the Ad- 
vaitadipika. Potter 1983: 354 assigns the year 1530 to Girvanendra, whereas 
Thangaswami 1980: 334 suggests the period from 1600 to 1700. The PSSS 
is divided into the purvabhdga, consisting of chapters 7-17 (pp. 1-522),° the 
uttarabhaga, comprising chapters 18—32 (pp. 523-938), and an appendix, the 
Anubandha (pp. 939-992). I will address this text in more detail in Volume 
Two of this study. 

The Tantrasara (TS) by Krsnananda Agamavagisa is an important com- 
pendium written after the MM, most likely in the seventeenth century.’ The 
iconography of this text, which attained great popularity in Bengal, was studied 
by D.C. Sircar 1972-1973 and P. Pal 1981. While closely examining the TS 
I noticed that it relies heavily on the ST, which it calls “the Sarada” or “the 
Nibandha,”® and whose descriptions it frequently quotes without attribution. 
The work also contains long extracts from the Phetkarinitantra. The corrupted 
text of the TS should be re-edited to reconcile these citations with the original 
texts. 

The Srividyamavatantra (SVT) is a voluminous work on mantraSastra 
that is attributed to Vidyaranya Yati, a North Indian of uncertain identity. The 
book consists of lengthy quotations from Tantric texts such as the Daksina- 
miirti-Samhita, the Tantraraja, the ST and the Kulamavatantra, along with the 
compiler’s brief explanatory notes. The text consists of two parts: chapters 
(vasa) 1-18 (volume 1, pp. 1-545) form the pérvardha and chapters 19-36 
(volume 2, pp. 1-914), the uttarardha. I refer to the work by citing the volume 
number and page number. The SVT in all likelihood quotes the MM? and 
therefore would be later than 1588. '° Its latest possible date of composition is 
the year 1726, the date of an extant manuscript of the text. '' The vast amount 
of material found in the SVT, which was outlined in a pamphlet by Sastri 1944, 
deserves careful study. 


6 Chapters 1-6 of the PS are not addressed in the PSSS. 

7 For this date, see Sircar 1972-1973: 187-188. Pal 1981: 3 prefers to place Krsnananda in 

the second half of the sixteenth century. The problem of the date of this text is discussed in 

Gode 1944 and by Goudriaan in Goudriaan/Gupta 1981: 139. 

The Srividyarnavatantra also refers to the ST as “the Nibandha.” Sircar 1972-1973: 189 

erroneously postulates that this ““Nibandha” is identical to an unedited “Nibandhamaha- 

tantra.” 

9 For a discussion of the common passages, see section 1.3.4. 

10 Brooks 1992: 43 assigns the text to the sixteenth century without evidence. 

1! This manuscript is referred to in Sastri 1944: 3. Sastri tentatively places the SVT after 1520 
and before 1720. 
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The Merutantra (MT)! is a later compendium which must have been 
written before 1708, the date of composition of Bhaskararaya Makhindra’s 
Trcabhiaskara, in which the MT is quoted (e.g., p. 137, 7-8; p. 145, 25).'° 
Finally, mention should be made of the Bengali compilation Pranatosini (PrT) 
by Ramatosana Vidyalamkara, written in 1820. 

In the texts discussed thus far, the iconographic descriptions appear after an 
explanation of the deities’ mantras, which are usually in coded language to con- 
ceal them from the uninitiated, and within descriptions of rites in which these 
mantras are used (mantraprayoga). Often outlined are the so-called satkarman 
rites of magic (abhicara), which include subjugation (vastkarana), immobi- 
lization (stambhana) and liquidation (mdrana). The deity descriptions aid the 
devotee’s visualization (dhyana) of the deity during ritual worship (puja). They 
were not written for the purpose of image making, unlike the texts on sculpture 
(Silpasdstra), but have nevertheless influenced texts on fine arts. 

The descriptions of the deities in the compendiums are most likely ex- 
tracted from individual Tantras that advocate the cult of particular deities. Since 
they stem from various sources, traditions and time periods, these extracts do 
not constitute a unified interrelated pantheon which is to be worshipped by one 
devotee in its entirety. I use the word “pantheon” here in the sense of all the 
deities described in a text. The textual sources of the compendiums are rarely 
specified by name. At times one encounters fragments of lost or unedited texts. 
It is usually not easy to identify such citations. 

Since mantras are not to be selected from books by persons other than quali- 
fied preceptors, the compendiums must have functioned as reference works for 
preceptors, who selected mantras of a particular deity for themselves or their 
disciples. I have observed that the SVT is currently being used in this way by 
Tantric preceptors in Maharashtra, India. 


1.2 The Author Mahidhara and his Work 


In the concluding verses of his MM (25.121—122) Mahidhara informs us that he 
belongs to the Ahicchattra line of Brahmins and to the vatsagotra in particular. 
Ahicchattra is identified with Ramnagar, located twenty miles west of Bareli in 


12 Anew edition of the text, superseding the older editions by the VenkateSvar Press, Bombay, 
and Navalkishore Press, Lucknow, uses a manuscript in Sarada script, and is being pub- 
lished by the Ganganatha Jha Kendriya Sanskrit Vidyapeetha, Allahabad. 

13 It is also quoted in Narasimha's Tarabhaktisudharnava (ca. second half of the seventeenth 
century), p. 321, 23-24. 
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Rohilkhand, North India.'* Mahidhara’s father was Ramadasa/Ramabhakta ! 
or Phaniibhatta '° and his grandfather was Ratnakara. Having spent his early life 
in Ahicchattra, Mahidhara left for Varanasi for spiritual reasons. Upadhyaya 
1994: 25 states that he lived near the Kalabhairava Temple in Varanasi. Mahi- 
dhara’s autocommentary on MM 1.1b specifies Nrsimhasrama as his teacher. 
Upadhyaya 1994: 25 names RatneSvara Misra, son of KeSava, as Mahidhara’s 
guru. Gode 1940: 118 reconstructs Mahidhara’s genealogy from information 
gathered from the colophons of his works: 


grandfather — Ratnakara of the Ahicchattra line of Brahmins, belonging to 
the vatsagotra (ca. 1490) 

| 
father — Ramadasa/Ramabhakta or Phanubhatta, resident of Ahicchattra 
(ca. 1520) 

| 
Mahidhara (between 1530 and 1610; see Gode 1940: 121), resident of 
Ahicchattra and later Varanasi 


| 
Mahidhara’s son — Kalyana (between 1575 and 1640), resident of Varanasi 


Mahidhara was an advocate of the paficopdsanda/pancayatana type of smarta 
worship (see MM 17.116—117ab, 22.3942 and 23.99). This practice combines 
the worship of the five principal deities: Visnu, GaneSa, the sun, Durga and 
Siva. One of the five deities is worshipped in the centre, while the other four 
are arranged in the intermediate directions; e.g., if Visnu occupies the centre, 
Gane§Sa is positioned in the south-east, the sun in the south-west, Durga in the 
north-west and Siva in the north-east (MM 22.39-41). 

The date of composition of the MM 1s given in the colophon of the work 
(25.132) as the eighth lunar day (of the bright half)!’ of the month Jyestha in 
the year 1645 of the Vikrama era, which corresponds to May 23, 1588 CE. '® 


14. See Dey 1927: 2 and Citrav 1969: 172-174 for this identification. 

15 Ramadasa/Ramabhakta may not be a proper name here but might simply designate an in- 
dividual who is a devotee of Rama. 

16 The name appears as Kanthabhatta in manuscripts BORI1 and CASS of the MM. see verse 
25.122b in the new edition of the text in section 6.2 (appendix 2). 

17 The half of the month (paksa) is unspecified. We can suppose that an auspicious date was 
chosen for completion of the work and may thus assume that it is the bright half of the 
month. 

18 The calculation is based on the table provided in L.D. Swamikannu Pillai, An /ndian 
Ephemeris: A.D. 700 to A.D. 1799. Vol. V: A.D. 1400 to A.D. 1599. Madras 1922, Delhi: 
Agam 1982 (reprint). 
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Aufrecht 1891-1896, volume 1: 444 attributes the following works to 
Mahidhara. These include commentaries, some of whose dates of composition 
(provided in parentheses) were calculated by Gode 1940 on the basis of 
colophons found in the manuscripts: 


o Adbhutaviveka 

o [§ivasyopanisadbhasya 

o Ekaksarakosa 

Katyayanagrhyasutrabhasya 

Katyayanasulbasitrabhas ya (1590 CE) 

Nrsimhapatala 

Purusasiktatika (called Vedadipa according to NCC 12: 133) 

o Mantramahodadhi (1588 CE) 

o Matrkaksaranighantu or Matrkanighantu 

o Yogavasisthasaravivrtti (or Yogavasisthasaravivarana, see Gode 1940: 
119) 

o Ramagitatika (1603 CE) 

o Rudrajapabhasya !? 

o Visnubhaktikalpalataprakasa (1597 CE) 

o Vedadipa on the Vajasaneyisamhita 

o Sadangarudrabhasya (or Sadangarudrajapatika, see Gode 1940: 119) 

o Sarasvataprakriyatika 

o Sautramaniviniyogasitrartha 


The edited Vedadipa is a well-known work.7° The Rudrajapabhasya listed 
above may be identical to the Sadangarudrabhasya. The EkaksarakoSa, a 
list explaining one-syllabled words, and the Matrkaksaranighantu/Matrka- 
nighantu, a list explaining different names for the letters of the alphabet 
used in the Tantric code language, may be identical (see NCC 3: 57). A 
Matrkanighantu in fifty-three verses is appended to the Venkatesvar Press 
edition of the MM (pp. 237-239). The text has no colophon with the name 
of its author. The same Matrkanighantu, with five additional verses and a 
colophon ascribing the work to Mahidasa, is printed in the collection of Tantric 


19 See Sarma 1940: 135—136 for some details about this work. 
20 See Sarup 1932 for details. 
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dictionaries entitled Tantrabhidhadna.*' Mahidasa seems to be the second 
name of Mahidhara (Aufrecht 1891-1896, volume 1: 444 and Gode 1940: 
119-120). According to Gode 1940: 120 Mahidhara may be Mahidasa, author 
of the Lilavatitika and the Brhajjatakavivarana (1598 CE), but it is not certain 
that he can be identified as Mahidasa, author of a commentary (bhasya) on the 
Caranavyiha (1547 or 1557 CE?).*? Mahidhara’s son, Kalyana, wrote a work 
on medicine, the Balatantra (1587 CE). 


1.3. The Text of the Mantramahodadhi 
1.3.1 The Structure of the Text 


According to its author, the MM is a compendium of Tantric practices of differ- 
ent deities based on “many Tantras” (1.1). It does not present innovations, but 
rather a well-structured summary of earlier materials. In the colophon Mahi- 
dhara informs us that he wrote the work in Varanasi at the request of his son 
Kalyana and other Brahmins (25.124—125). The book is written by a Brahmin 
for Brahmins who were practitioners of Tantric and smdrta rites prescribed by 
their own Vedic schools (21.12b, 22.162) such as the regular recitation of the 
Veda (brahmayajna) or the vaisvadeva offering. 

The VenkateSvar Press edition of the Mantramahodadhi, “the Great Ocean 
of Mantras,” consists of twenty-five chapters, named taranga or (in the 
anukramani) urmi, “waves,” and 3344 verses. It may not be a coincidence 
that Laksmanadesika’s ST is also comprised of twenty-five chapters, with the 
number twenty-five being explained as symbolic of the constituents (fattva) 
according to the Samkhya system (ST 25.87c). 

The main body of the MM provides the mantras of deities along with 
descriptions for visualization (dhydna) of the deities’ appearances, their 
yantras and the applications (prayoga) of the mantras in ritual. The general 
pattern of Tantric worship is discussed (chapters | and 21—23), and there are 
separate chapters on yantras (chapter 20), the selection and purification of 
mantras (chapter 24) and the six rites of magic (sat karman1) (chapter 25). The 
usually addressed topics of selecting a suitable Tantric preceptor, or a disciple, 


See Tantrabhidhana, edited by P. Bhattacharya in A. Avalon's Tantrik Texts Series, reprinted 
at Delhi in 1983 by Caxton Publishers, pp. 35—40. The text is reprinted with a translation in 
R.K. Rai's Dictionaries of Tantra Sastra or Tantrabhidhana, published in Varanasi in 1984 
by Prachya Prakashan, pp. 52-59. 

22 For these dates, see Gode 1940: 120-121, note 1. 
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and of the ritual of initiation (diksd) are not included. The contents of the 
individual chapters of the MM and the deities described in them are outlined 
in the author’s table of contents (anukramani, also called anukrama) at the 
end of the work (25.103—119), and are reproduced here, including the number 
under which each deity is described in section 2.2 of this book. 


a 


© 


The daily practices of the practitioner (sG@dhaka). 1 Papapurusa, for visu- 
alization in the rite of “the purification of the elements” (bhiitasuddhi); 
2 PranaSakti, for visualization in the rite of “establishing the life breaths 
into oneself” (Gtmaprdanapratistha); 3—5 Gir, in the rite of assigning the 
syllables of the alphabet (mdatrkanydsa) on the body; “the preliminary rit- 
ual” (puraScarana); 6-7 VagiSvari and Agni, in connection with the fire 
ritual (homa); the pouring of libations (tarpana) 


8—14 Forms of GaneSa 
15 Kali and 16 Sumukhi 
17 Tara 

18—23 Forms of Tara 


24 Chinnamasta, 25 Savari, 26 Svayamvara, 27 Mi “umati, 28 Pramada 
and Pramoda and 29 Bandi 

30 Vatayaksini, 31 Yaksini, (Madana-) Mekhala Yaksinit and Visala 
Yaksint, 32 Varaht (Vartali), 33 Dhtmavati (Jyestha), 34 Karnapisacint, 
35 Sitala, 36 Svapnesvari, 37 Matangi, 38 Banesi and 39 Kameévari 
40—49 Forms of Bala and Matangi (Laghusyama) 

50 Annapirna, 51 Trailokyamohini Gauri, 52 Jyesthalaksm1, 53 Bhimi 
and Sri/Laksmi, 54 Kubera and 55-56 Pratyangira 


10 57 Bagalamukht, 58-59 Varahi/V4artali and 60 her retinue 


11 


61 Tripurasundari (Srividy4) 


12 Deities surrounding 61 Tripurasundari, including 62 Gopala (Hari) 


13 


63-64 Hanumat 


14 65-68 Narasimha, 69 Govinda (Gopala), 70 (Trailokyamohana-) Hari, 


15 


71-74 Krsna and 75 Garuda 
76 Siirya, 77 Mangala, 78 Guru, 79 Sukra and 80 (Veda-) Vyasa 
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16 81 Mahamrtyumjaya, 82 MaheSa, 83 Kubera, 84 Ganga and 85 Manika- 
mika 


17 86-87 Kartaviryarjuna 
18 88 Kalaratri and 89-91 Candika 


19 92 Kukkuta, 93-94 (Maha-) Sastr, 95-99 forms of Siva worshipped in his 
phallic symbols made of clay (pdarthivalinga), 100 Yama, 101 Citragupta 
and 102 Asuri Durga 


20 Yantras and 103 Svarmakarsanabhairava 


21 Rites from the moming bath to the internal sacrifice (antaryaga): 104 
Ardhanarigvara, 105 Laksmihari, 106 Ganega (Saktivinayaka) and 107 
Sarada as part of nydsa rites 


22 Rites from the arghya water offering to different types of pijdas 
23 Annual offering of damana flowers and threads known as pavitras 


24 Selection of mantras with the help of diagrams (cakra) and their purifi- 
cation 


25 The six rites of magic (sat karmani), 108 Nrsimha, table of contents 
(anukramani, anukrama) and colophon 


1.3.2 Commentaries 


Mahidhara composed a commentary (tika) on his work entitled Nauka, “boat,” 
intended to help people cross “the Great Ocean of Mantras” (Mantramaho- 
dadhi). By employing the common Indian metaphor of the ocean, waves (1.e., 
the individual chapters of the work named farariga or armi) and the boat, 
Mahidhara suggests that with the help of his commentary one will be able 
to master the discipline of mantraSdstra and thereby reach the other shore, 
and thus achieve liberation from worldly existence (samsdra). Mahidhara’s 
commentary limits itself to an explanation of the Tantric code words, through 
which the syllables of the mantras are communicated, and to a provision of the 
meanings of difficult or unusual words in the text. Frequently the distribution 
of attributes in the deities’ hands is also indicated. 

Besides Mahidhara’s autocommentary we know of two unpublished com- 
mentaries (tika@) on the MM: 


1 The Padarthadarsa by Kasinathabhatta Bhada of Varanasi, a profilic 
writer who is also known as Visvanatha or Sivanandanatha, and was 
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the son of Jayaramabhatta, the grandson of Sivaramabhatta and a dis- 
ciple of his maternal grandfather Ananta (ca. seventeenth or eighteenth 
century)> and 


2 the Mantravallart by Gangadhara Mahadakara, ** who was the son of Sa- 
dasiva(siiri), the grandson of Viresvara Mahadakara (or VisveSvarabha- 
tta Agnihotrin) of the Srivatsagotra, and a disciple of Advaitananda Yat. 
Gangadhara lived in Varanasi and is known for his commentary on the 
Visnusahasranama, composed in 1762. 


While the Mantravallari is not available, since the one recorded manuscript can- 
not be located,~ I was able to make use of Kaéinathabhatta’s Padarthadara. 
This commentary, however, is partially identical to Mahidhara’s Nauka and of- 
fers little additional information of interest for the study of the dhyana descrip- 
tions. 


1.3.3 Editions and Translations 


The text of the MM with its autocommentary was printed uncritically several 
times. An older edition of the MM by R.M. Chattopadhyaya (or R. Chatterji), 


23 This information is found in Chakravarti 1938: 455-466. The following four manuscripts 
of the commentary are listed in NCC 4: 129-131: 
1) Bombay University Library no. 1759 (A descriptive catalogue of the Samskrta and Prakr- 
ta Manuscripts [Bhagvatsinghji Collection & H.M. Bhadkamkar Collection] in the Library 
of the University of Bombay compiled by G.V. Devasthali, Bombay: University of Bombay 
1944, volume 2, p. 603). This is only a fragment of his commentary in twelve folios. 
2—4) Three manuscripts in the Royal Asiatic Society of Bengal 62546256 (A Descriptive 
Catalogue of the Sanskrit Manuscripts in the collections of the Royal Asiatic Society of Ben- 
gal by Haraprasada Shastri, revised and edited by C. Chakravarti, volume 8, part |: Jantra 
Manuscripts, Calcutta: Royal Asiatic Society of Bengal 1939). 
5) A copy of a fifth manuscript, preserved in the Adyar Library and Research Centre, no. 35 
B 31 de(vandagari) 385, dated 1865 CE, is in my possession (see A Catalogue of the San- 
skrit Manuscripts in the Adyar Library by the Pandits of the Library. Part 2. Adyar Library: 
Theosophical Society 1928). 
An extract of the commentary ts printed in Notices of Sanskrit Manuscripts by Rajendra- 
lal Mitra, 11 volumes (volumes 10—11 by Haraprasad Shastri), Calcutta 1871-1890, Delhi: 
Sharada Prakashan 1990 (reprint), no. 1714: MantramahodadhipadarthadarSatika; see also 
Aufrecht 1891-1896, volume 1: 105. 

24 See NCC 5: 204-205, where other works of the author are listed. 

25 See Notices of Sanskrit Manuscripts by Rajendralal Mitra, volume 8, Calcutta 1886, Delhi: 
Sharada Prakashan 1990 (reprint), no. 2776, in which an extract of the text is also found. 
See further Aufrecht 1891-1896, volume 1: 139. 
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which I was unable to consult, was published in Vividhatantrasamgraha (Cal- 
cutta: Jivanand Vidyasagar 1877-1884, 1892). Even older editions are recorded 
in the Catalogue of the India Office Library (Volume 2, part 1: Sanskrit Books 
by P. Natha and J.B. Chaudhuri, Revised and Edited by C.J. Napier. Section 3 
(Krsna—lilamrta - R). London: His Majesty’s Stationary Office 1953: 1575). 

In this study I follow primarily the (pothi-style) edition published by the 
(Sri) Venkatesvar (Steam) Press in Bombay (hereafter B) in 1910 and re-edited 
in 1962. The text of the VenkateSvar Press edition of the MM served as the basis 
for the following translations and was reprinted in the first two: 


0 Mahidhara’s Mantra Mahodadhi (with his own ‘Nauka’ Sanskrit Com- 
mentary) Translated into Hindi with Mohini Hindi Commentary <by> 
S. Chaturvedi. Varanasi: Prachya Prakashan 1981 (This book presents the 
Sanskrit Text with a Hindi translation.) 


© Mahidhara’s Mantra Mahodadhi: Text in Sanskrit and Roman along with 
English Translation and Comprehensive Commentary by R.K. Rai. 2 vol- 
umes. Varanasi: Prachya Prakashan 1992-1993 
(This book gives the text of the MM in Devanagari and Roman translitera- 
tion based on the above Hindi edition accompanied by a free English trans- 
lation which makes use of the following English translation, published by 
Sri Satguru Publications.) 


© Mahidhara’s Mantramahodadhi (with his own ‘Nauka’ commentary) 
Translated by a board of scholars. Delhi: Sri Satguru Publications 1984 
(This is an English translation of the MM and the autocommentary with 
notes and an appendix, which is useful despite the many misprints it 
contains.) 


I compared the text of the VenkateSvar Press edition to that of the lithographic 
edition (based on a single manuscript) published by the Smarahimsakadatta 
Press, Lucknow (Laksmanapura) (hereafter LU) in 1872 and reprinted by Sn 
Satguru Publications, Delhi in 1981. The lithograph contains many scribal 
errors. These editions were further compared to the Telugu script edition of 
the MM, published in Madras in 1908, which was intended to be the first 
volume of a comprehensive work entitled Mantraratndkara, which remains 
unfinished. This comparative work was done by Malathi Rao, Madison, with 
funding from the Graduate School of the University of Wisconsin at Madison. 
The text of the MM appears in parts 1 and 2 of the Telugu edition (T1, T2). T’s 
readings are usually similar to B’s, on which the Telugu edition is most likely 
based. Variant readings of some of the verses of the MM quoted in texts such as 
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the SVT, the Narada-Purana, two commentaries on the DurgasaptaSati and the 
Mantramaharnava were also noted. Examining the different textual materials 
enabled me to improve the Sanskrit text of the dhydna verses reproduced in 
this book. Obvious misprints and scribal errors have not been noted in the 
critical apparatus. On the whole, textual variants are not very common and 
are usually of minor importance. Therefore, I did not feel the need to consult 
further manuscript material or other printed editions. An exception is the text 
of the important chapter 25, of which I present a new edition in appendix 2, 
using three additional manuscripts. 


1.3.4 The Sources 


Unlike the TS, which often indicates its sources, the MM usually does not do 
so. The reader is mostly left in the dark as to which “Tantras’”’ Mahidhara drew 
upon for his work. The few texts overtly cited in the MM are the DurgasaptaSati 
(see 18.161 and autocommentary on 18.105), the Sarada(tilaka) (see autocom- 
mentary on 9.52, 20.15, 21.75 and 24.97), the Atharvaveda(parisista) (19.124) 
and “Narada” (22.176d).7° Some mantras in chapters 18 and 22 are attributed to 
the authority of “Samkara” (18.184ab), “Sambhu” (22.37d) and “Siva” (auto- 
commentary on 22.145). The three descriptions of Mahakali, Mahalaksmi and 
Mahasarasvati (89-91) found in the MM also appear in two commentaries on 
the DurgasaptaSati, which are dated later than Mahidhara. Either Mahidhara 
borrowed these widely-known verses from an older unidentified source or, what 
is less likely, his verses were adopted by these commentators. Chapter 24 of the 
MM is obviously based on sections of the ST (see ST 2.58ff.), while chapter 25 
is similar to ST 23.1ff. The MM, however, never borrows passages exactly from 
the ST. The ST’s definition of the “heroic posture” (ST 25.15cd-16ab) is cited in 
Mahidhara’s autocommentary on MM 21.75, which acknowledges the source. 
In the case of 58 Svapnavarahi, the verse described in MM 10.39 also appears in 
Sritattvanidhi 1.76, in which it is attributed to “the Varahikalpa;” both the MM 
and the Sritattvanidhi may have borrowed it from this older source. The dhya- 
na verse describing 8 GaneSa (Vakratunda) also appears in Varsakrtyadipaka, 
p. 172, 21-24 without an indication of a source. The author may have taken it 
from the MM or from another source. The MM’s description of 9 (Unmatta-) 
UcchistaganeSa also appears in one edition of the Tantrasara, TS (2), p. 115, 


26 The unidentified passage ascribed to “Narada” deals with five types of pijja, which are also 
addressed in Narada-Purana 1.67.125f., in which Sanatkumara instructs Narada. It is pos- 
sible that the MM and the NP borrowed from an older source. 
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10-11; either the TS borrowed from the MM or both texts borrowed the pas- 
sage from an older source. In his autocommentary on the dhydna for 65 Nrhani, 
Mahidhara refers to an alternate reading for the entire second pada of the verse. 
From this we can infer that he borrowed the verse from another source. 

The following verses in the MM are quoted in the SVT.2’ The SVT speci- 
fies their source as “another Tantra” (tantrantara) or “another book” (grantha- 
ntara). 


SVT MM 

1, pp. 257, 25-32 4.39—-40 

(source unspecified) 

2, pp. 272, 6 — 276, 13 5 (entire chapter; includes 
(“tantrdntare’’) deity descriptions 18-23) 
2, pp. 378, 17 — 379, 21 3.49-75 

(“granthantare’’) 


The reference to “the other Tantra/book” in the SVT suggests that the SVT 
quoted the verses from the MM, but the possibility remains that both the 
MM and the SVT borrowed from an older source. If the MM is quoted in the 
SVT, the earliest date for the composition of the SVT would be the year 1588, 
the date of composition of the MM. SVT 2, pp. 262, 23f. also quotes “the 
Tararava.” This text may be the Tarabhaktisudhamava by Narasimha from 
Mithila, a disciple of Gadadhara (second half of the seventeenth century). 28 
The latest date for the composition of the SVT is the year 1726, i.e. the date of 
a manuscript mentioned in Sastri 1944: 3. 


1.4 The Mantramahodadhi and the Narada-Purana 


The MM shares several passages (mostly with variant readings, including some 
omissions and additions on either side) with the section on Tantra in the Na- 
rada-Purana (NP). The Tantric section consists of the entire pada 3 (chapters 
63-91) of the purvardha (= 1) of the NP. In this section of the NP Sanatkumara 
communicates to Narada “the Bhagavata-Tantra” (1.63.12), which is defined as 
“a Mahatantra” (1.63.13; 1.91.231; 1.92.2). It is said to emphasize the Vaisnava 


27 For more details about this work, see section 1.1] and Biihnemann 1989: 27-28. 

28 For this date, see P. Bhattacarya’s introduction to his edition, p. 3. 

29 For a discussion of the NP and its relationship to the Brhannaradiya-Purana, see Rocher 
1986: 202-203. 
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tradition and to serve the purpose of realizing Visnu. This Mahatantra ts said to 
consist of three categories (paddrtha) and four sections (pada). The three cat- 
egories are defined as 1) paSupati (i.e, Siva), 2) paSu (1.e., the individual soul) 
and 3) pda§a (1.e., the bond by which the individual soul [pasu] is bound). The 
four sections are 1) enjoyment (bhoga), 2) liberation (moksa), 3) ritual (kriyda) 
and 4) ritualistic observance (carya) (see 1.63.13—14). The four sections can- 
not be located in the Tantric section of the NP. The entire piurvardha of the NP, 
however, is divided into four pddas: chapters 1-41 (pdda 1), chapters 42-62 
(pada 2), chapters 63—91 (pada 3) and chapters 92-125 (pdda 4). No indepen- 
dent Tantra entitled “Bhagavata-Tantra” is known to exist. 

Madhva, alias Anandatirtha (early thirteenth century), quotes a Bhagavata- 
Tantra in his commentary Bhagavatatatparyanirnaya~’ on Bhagavata-Purana, 
p. 509, 2; p. 535, 1; p. 656, 11 and his commentary on the Brahmasitras, p. 
4, 1; p. 66, 12; p. 94, 13; p. 120, 20.3! He also frequently quotes a Tantrabha- 
gavata in his Bhagavatatatparyanimaya, e.g., p. 9, 15; p. 14, 12, etc. These ci- 
tations cannot be traced to the Tantric section of the NP. It is likely that they 
are unauthentic, since Madhva characteristically composes passages, which he 
then ascribes to known and unknown works. ** The name “Bhagavata-Tantra” 
could be understood as a general term referring to a description of Tantric prac- 
tices related to Visnu and incorporated into the NP. An analysis of the contents 
of pdda 3 shows that not only are deities and mantras of the Vaisnava tradition 
described but also those related to the Pasupata, Sakta and Saiva traditions. The 
Radha cult occupies a place of special importance (chapters 82ff.). 

Hazra 1975 (1940): 132 dates chapters 42—125 of the piuirvardha of the 
Purana as “comparatively late,” whereby he possibly means a date after 
1000 CE. Tagare places the chapters on Tantra in the NP in the early part 
of the eleventh century and speculates that they were written in East India, 
specifically the Bengal-Orissa area.*° Correctly dating a “Bhagavata-Tantra” 


30 See Sarva-Mila-Granthah. Sri Bhagavata-Tatparya-Nirnaya: A Commentary on Sri Bha- 
gavata Maha Purdna. Edited by B. Govindacharya. Udipi: Akhila Bharata Madhva Maha 
Mandala 1980. This forms the third volume (entitled Purdna-Prasthdna) of Madhva’s 
works. 
see Sarvamula Granthah. [Works of Sri Madhwacharya].Vol. 1: Prasthadnatrayi. Edited by 
B. Govindacharya. Udipi: Akhila Bharata Madhwa Maha Mandala 1969. The text of the 
commentary appears as part three of the volume with a separate pagination. 

32 For a detailed discussion of the problem of Madhva’s sources, see Mesquita 1997. I would 
like to thank R. Mesquita, Vienna, for providing me with the above references from Mad- 
hva’s works. 

33. The Narada-Purana Translated and Annotated by G.V. Tagare. Part 1. Delhi: Motilal Ba- 
narsidass 1980, introduction, p. 23. On p. 32, Tagare gives the period after 800 as the likely 
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would depend to a large extent on the identification of passages from other 
texts in its body. 

H.N. Chakravorty, translator of the Tantric section of the NP, notes that 
“verses from Tattva Prakasa, Sarada Tilaka, Mantra Mahodadhi, Tantraraja 
Tantra and VamakeSvara Tantra have freely been copied out and placed in the 
text. Only a little alteration and addition is observed at the beginning and the 
end of each chapter.”** Unfortunately Chakravorty does not systematically 
identify the passages in the NP allegedly taken from these sources, and the NP 
does not indicate them. References to quotations from the Nityasodasikamava 
(NSA) (most likely before 1200 CE)*° and the Tantraraja (TR)°*° (later than 
the NSA and before 1603)°’ in the NP are found on pages 1287 and 1288 
respectively of his translation. The corresponding passages in the original texts 
are: 


NP NSA TR 
1.89.4cd—9ab — 1.96—100 (gurustotra) 
1.89.10—21 1.1-12 2.88—99 (devistotra) 


The common passages, however, consist of popular hymns which may go back 
to an older source, except for the devistotra in the TR, which seems to have 
been borrowed from the older NSA. 

In the notes on his translation (p. 1083), Chakravorty refers to one reading 
shared by the NP and the MM. On examining the two texts I discovered that the 
entire chapter NP 1.76 from verse 7 to the end corresponds to (with variants, 
omissions and additions) chapter 17 of the MM, from verse 2 to the end. In 
addition I have identified the following passages in the NP which also appear 
in the MM: 


NP MM 

1.71.5-11 14.5cd—13ab 

1.71.134 14.28 

1.74.13-19 13.10cd—16ab 

1.74.52—117ab 13.37-93 (dhydna verse differs) 


time of its composition. 

34. The Narada-Purdna Translated and Annotated by H.N. Chakravorty. Part 3. Delhi: Motilal 
Banarsidass 1992: ix. 

35 For this date, see Goudriaan in Goudriaan/Gupta 1981: 60. 

36 The actual title of the text is Kadimatatantra. 

37 For this date, see Goudnaan in Goudriaan/Gupta 1981: 64-65. 
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1.74.186—192ab 13.109cd—115 

1.76.7-116 17.2—117 (entire chapter) 

1.81.97cd—10lab 14.111-115 (dhyana verse agrees 
exactly 

1.81.134—-140ab 15.101—107ab 

1.81.140cd—151 14.116—126 

1.85.4—34 3.6—37 (dhyana verse differs) 

1.85.39-144 4.7-121 (almost entire chapter; 
dhyana verse differs) 

1.86.64ab—68ab 9.2cd—6 (dhydna verse differs) 

1.86.69cd—73ab 9.8ab-11 

1.86.75-82ab 9.15cd—22 

1.86.88cd—115 10.6—34 

87.4—407 6.4—40ab (dhydna verse differs) 


The following dhydna verses in the MM agree exactly with those found in the 
Tantric section of the NP: 


NP MM 

1.71.134 14.28 (66 Nrhari 2) 
1.76.53cd—54ab 17.50 (87 Kartaviryarjuna 2) 
1.81.100 14.114 (74 [Sutaprada-] Krsna) 
1.81.136 15.103 (80 [Veda-] Vyasa) 
1.81.149 14.124 (75 Paksiraja) 


NP 1.83.7-8 clearly states its intention to provide the reader with extracts from 
the essentials of the Tantras, and the MM is equally a compilation from earlier 
Tantric texts. After examining the two texts, it seems to me that the common 
passages in both texts were perhaps taken from a third unidentified text and 
were modified by the compilers. In the absence of further evidence, I cannot 
agree with H.N. Chakravorty’s statement that the NP borrowed the passages 
from the MM; there remains the possibility that the MM borrowed from the 
NP. In support of the latter assumption one could refer to a passage concern- 
ing five types of p#jds in MM 22.176d which are said to be based on “Narada.” 
A similar passage appears in Narada-Purana 1.67.125f., in which Sanatkumara 
instructs Narada. I have not been able to identify the passage in either the Na- 
rada-Samhita or the Narada-Paficaratra. The relationship between the NP and 
the MM needs further investigation. If it could be established that the NP bor- 
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rowed from the MM this would prove that the Tantric section of the NP is later 
than 1588, the date of composition of the MM. 


1.5 The Mantramahodadhi and the Mantramaharnava 


The MM is extensively quoted in the Mantramaharnava (MMA) by Ma- 
dhavaraya Vaidya of Allahabad,** a disciple of Vaijanatha Dvarakaprasa- 
damisra from Bisahiinagar, Rajasthan. The MMA is a late compendium, 
written after 1871 (the date of composition of Harikrsna’s Bhadramartanda, 
which is cited in it) and before 1907, the date of the first edition of the MMA 
printed in Bombay. Like “Mantramahodadhi,” “Mantramahamava” means 
“the Great Ocean of Mantras.” The text is divided into three parts (khanda): the 
purvakhanda, devoted to general topics and male deities; the madhyakhanda, 
addressing female deities; and the uttarakhanda, devoted to the Yaksinis and 
other minor deities. Each khanda is further divided into farangas, “waves,” 
a division also found in the MM. The text consists of long quotations from 
a large number of Tantric texts such as the ST or the late Saktapramoda, 
accompanied by the compiler’s prose remarks. Some segments are written in 
Hindi. Various sections of the MM, especially the dhydna verses, are quoted 
in the text with or without acknowledgement. Occasionally textual variants in 
the MMA’s version of the dhydna verses were helpful in editing the text of the 

Without including other sections of the MM found in the MMA, I list here 
the dhyana verses from the MM identified in the MMA: 


No. of deity MM MMA 
1-5 ~ ~ 
6 1225 p. 53, 9-10; p. 53, 
15-16 
7 ss = 
8 2.6 p. 58, 13-14 
9 2.34 p. 60, 25-26 
10 2.61 p. 63, 25 
i 2.92 p. 65, 11-12 
12 2.101 p. 66, 21-22 


38 Bharati 1965: 124 translates parts of the Hindi preface included in an edition of the MMA 
printed in 1940, in which it is stated that Madhavaraya Vaidya hailed from Allahabad. This 
edition was not available to me. 
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13 
14 
15 
16 
17 
18 
19 
20 
21 
22 
23 
24 
25 
26 


2.113-114 
2.125 
3.9 
3.54 
4.39-40 
5.10 
5.20 
5.30 
5.75—76 
5.77-78 
5.80-8 1 
6.6 
6.4344 
6.58 
6.72 
6.81 
6.89 
td 


p. 67, 27-29 
p. 69, 9-10 
p. 394, 18-20 
p. 529, 1-3 


pp. 421, 31 — 422, 3 


p. 424, 21-22 
p. 425, 12-13 
p. 425, 24 

p. 429, 21-22 
p. 429, 22-23 
p. 429, 24-26 
p. 489, 2-3 

p. 587, 10-11 
p. 670, 12 

p. 672, 19-20 


pp. 617, 31-618, 1 


p. 629, 5-6 
p. 613, 18-19 
p. 500, 25-27 
p. 633, 23-24 
p. 595, 5 

p. 605, 22-23 
p. 519, 31-32 
p. 673, 24-25 
p. 674, 29-30 
p. 456, 20-21 
p. 458, 22-23 
p. 458, 23-24 
p. 458, 24-25 
p. 458, 25-26 
p. 458, 26—27 
p. 459, 1-2 
p. 459, 4-5 
p. 459, 23-25 
p. 524, 13-14 
p. 588, 16-17 
p. 678, 20 

p. 546, 6-8 


19 


20 


96-99 
100 
101 
102 


103-108 
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9.70 


9.81cd—83 


9.91 
9.107 
10.5 
10.39 
10.74 
10.84 
11.51 
13.8 
13.89 
14.114 
14.124 
15.49 
15.91 
15.98 
15.103 
16.19 
16.76 
16.109 
16.116 
16.132 
L712 
17.50 
18.11 
18.144 
18.145 
18.146 
19.8 


19.82 

19.116 
19.122 
19.132 
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p. 547, 11-12 
p. 548, 9-11 
p. 659, 13-14 
p. 660, 30-32 
p. 510, 5-7 
p. 603, 23-25 
p. 582, 11-12 
p. 584, 2-3 
p. 451, 25-26 


p. 165, 8-10 
p. 167, 22-23 


p. 265, 12-13 
p. 258, 26-27 


p. 242, 10-11 
p. 245, 1-2 
p. 246, 14-15 
p. 247, 14-15 
p. 98, 24-25 
p. 105, 11-12 
p. 239, 8-10 
p. 592, 23-24 
p. 594, 5-7 
p. 249, 13-14 
p. 250, 21 


pp. 575, 28 — 576, 2 


p. 300, 21-23 
p. 300, 23-24 
p. 300, 24-26 
p. 260, 21-22 


p. 111, 14-15 


. 248, 13-14 
p. 248, 22-23 
p. 575, 1-2 
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1.6 The Deity Descriptions in the Mantramahodadhi 
1.6.1 The Ritual Context 


As in other Tantric texts, the deity descriptions in the MM are not presented for 
their own sake but are included in the context of ntual worship to enable the 
worshipper to visualize the deity. Each description follows an explanation of 
the mantra of the deity and precedes the instructions for ntual worship of the 
deity. The ritual context of the deity descriptions (based on the MM) is outlined 
below. 

The section of a chapter that describes the mantra(s) of a particular deity 
typically begins with the extraction of the deity’s mantra (mantroddhara) sy}- 
lable by syllable from the alphabet, followed by a brief statement of the results 
expected from the recitation of the mantra. In the fashion of the indexes to the 
Vedic hymns (anukramanika), the MM and other Tantric texts supply the fol- 
lowing information about each mantra: the name of the seer (rsi) who is be- 
lieved to have first seen and perfected the mantra; the metre (chandas) such as 
Gayatri, Brhati, Jagati, etc., ascribed to it; its presiding deity (devatd); its seed 
(bija) syllable, a short form of the mantra, which is often its initial part followed 
by a nasal sound; its energy (Sakti), usually a syllable from the middle part of 
the mantra; and occasionally its “wedge” (kilaka), usually a syllable from the 
final part of the mantra (see e.g., MM 2.1-4). 

The section following the mantra explanation describes the method of nit- 
ually applying parts of the mantra to the six body parts (sadanganydasa) of the 
devotee, followed by the application of the complete mantra to the whole body 
(vyapakanyasa). Then follows a detailed description of the deity’s form for vi- 
sualization (dhyana), which will be discussed later. This structure emphasizes 
the mantra of the deity, as the deity and his/her mantra are considered identical; 
the visual form of the deity is secondary. *? 

A deity mantra is selected by a religious preceptor, who determines the 
qualities and/or defects of the mantra for a particular person by using certain 
diagrams (cakra). This complex procedure is addressed in chapter 24 of the 
MM.“ 

In the Tantric piijda as prescribed in the MM, the deity is invited from the 
devotee’s heart, visualized and then projected onto an icon or aniconic form. 
Aniconic forms include the geometrical representation of a yantra, which is of 


39 See also the remarks in Sanderson 1990: 78. 
40 For details about such diagrams, see Bihnemann 1990a: 293-297. 
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great importance especially in rituals performed for the attainment of specific 
objectives (kamya rites). At the end of the worship the deity is again absorbed 
into the devotee’s heart. It is important that the devotee create a mental image 
of the deity, but there is no need for an outer icon exactly corresponding to the 
mental image. 

In order to achieve perfection of the mantra (mantrasiddhi), the “prelimi- 
nary ritual” (purascarana) is performed.*! This ritual usually consists of five 
parts, but the MM prescribes only the following four: 


1 the ritual worship (pia) of the deity three times a day. This includes wor- 
ship, in a puja yantra, of the deities of the main deity’s pedestal and wor- 
ship of the subordinate deities, such as the eight mother goddesses (ma- 
trkd) or the ten directional guardians (dikpdla), who surround the main 
deity in circuits or circles (avarana, literally “covering, enclosure’); 


2 the ritual repetition (japa) of the deity mantra for a given number of times; 


3 an offering of certain prescribed materials in the fire (homa, havana), 
numbering one tenth of the number of repetitions (japa) of the mantra; 


4 the feeding of Brahmins (brahmanabhojana), whose number is supposed 
to be the same as the number of offerings in the fire (MM 24.130 with 
autocommentary). 


Other texts include the pouring of water libations (tarpana) to the deity in the 
preliminary ritual, but this is prescribed only a few times in the MM (2.93d, 
10.46cd, 25.68—71). The sequence of the parts of the preliminary ritual can vary 
slightly. Perfection of the mantra (mantrasiddhi) is said to be indicated by signs 
such as tranquility and contentment, hearing sounds, experiencing visions, the 
conquest of sleep and hunger or the absence of anger and greed (25.97-99). 
After the mantra is effective it can be employed in rites for attaining spe- 
cific objectives (K4myaprayoga) such as securing offspring, acquiring wealth 
or fame. Among such rites figure prominently “the six rites” (sat karmani),*° 
five of which can be classified as destructive magic or sorcery (abhicdra). This 
group of rites is frequently described in Tantric literature. The sequence and 
names of the rites, however, often vary. The rites are classified and defined in 


41 For a more detailed discussion of purafcarana, see Buhnemann 1991b: 301. 

42 This is unusual, since the number of Brahmins fed is elsewhere said to equal one tenth of 
the number of offerings in the fire. MM 25.49cd—SSab gives special numbers for the feeding 
of Brahmins as part of the six rites. 

43 For a detailed discussion of these rites, see Goudriaan 1978: 251-412 and Tiirstig 1985. 
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chapter 25 of the MM. I present a new edition and translation of this important 
chapter in appendix 2. In chapter 25 the six rites are defined as follows (25.1- 
i) a 


| appeasement (Santi) or quelling of dangerous powers; this is interpreted 
in the sense of curing diseases, etc.;4 


2 subjugation (“under control,” vasya) — bringing a person under one’s con- 
trol; 


3 immobilization (stambhana) — stopping someone’s activity; 

4 enmity (dvesa; for vidvesana) — creating dissension between two persons; 
5 eradication (uccGtana) — depriving a person of a place, and 

6 liquidation (mdrana) — taking life. 


Elsewhere, “deluding” (mohana) is substituted for “appeasement” (autocom- 
mentary on 18.60). “Attraction” (@karsana) (especially of women and wealth) 
is acommonly related rite, but it is not included in the above list. It often pre- 
cedes the act of subjugation. The execution of the rites is prescribed on specific 
lunar days (tithi) in certain recommended places. The practitioner is advised to 
face certain directions and recite the mantra in special ways intertwined with the 
name of the intended subject or victim (s@dhya). The rites usually include of- 
ferings of particular materials. Specific colours are closely connected to certain 
rites, e.g., yellow to immobilization. © Towards the end of the book (25.74cd— 
81) Mahidhara warns the devotee not to perform rites for the attainment of spe- 
cific objectives, since the rites are not conducive to liberation. He strongly rec- 
ommends worship of the deities without selfish motives and admonishes the 
practitioner to seek both the highest knowledge and liberation. Similar magical 
acts are described in Buddhist Tantric texts such as the Guhyasamayjatantra, and 
in sadhanas forming part of collections such as the Sadhanamala. 

In left-handed (va@mamdrga, 3.74) Tantric worship, the devotee usually 
is ritually impure, naked, unbathed and/or employs some of the five sub- 
stances whose names in Sanskrit begin with the letter m (makdra), viz., liquor 
(madya), meat (mamsa), fish (matsya), parched grains (mudrd) and intercourse 


44 For similar definitions, cf. ST 23.121-125, which must have been one of Mahidhara’s 
sources. 

45 ST 25.123a adds the destruction of magical creations (krtyd@) and the neutralization of (evil 
constellations of) heavenly bodies. 

46 See section 1.6.5 of this monograph for the significance of colours. 
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(maithuna). The repetition of the mantra is often done sitting on a corpse in 
the cremation grounds. 


1.6.2 Characteristics of the Dhyana Verses *’ 


The deity descriptions in the MM are to aid visualization (dhyana). The word 
dhyana is conventionally translated as “meditation,” a word with many — in this 
context — inappropriate associations for the modern reader. In the translation of 
the verses from the MM, I have adopted the conventional translation “should 
meditate” for dhydyet, etc., but would like to emphasize that meditation here 
means to visualize the deity’s form. In this context dhydna is defined as percep- 
tion, meditation and recollection of the (form of the) chosen deity (istadevatda) 
with a concentrated mind. *® 

Bhagavata-Purana 11.14.32-46 describes the following practice for the Yo- 
gin desiring liberation. It begins with the control of breath (pranayama) accom- 
panied by recitation of the syllable om, followed by the visualization of Krsna’s 
form in the fire sphere which, along with the sun and moon spheres, rests on 
the pericarp of the Yogin’s heart lotus. This is followed in the text by an icono- 
graphic description of Krsna (11.14.3841). First the Yogin concentrates on the 
physical features of the deity; then the Yogin concentrates on one feature: the 
smile on the deity’s face. He then fixes his attention on the sky, and then on Kr- 
sna, thinking of nothing. Here, the visualization of the form of the deity is only 
an intermediate stage that 1s transcended. Higher Tantric worship is character- 
ized by the absence of visualized images. *” 

In the dhyana practice, which has become a part of both the Tantric mental 
puja as well as the external pija, the worshipper visualizes the deity as vividly 
as possible with the help of descriptive verses. Included in the descriptions are 
details such as the deity’s body colour, the number of faces and arms, imple- 
ments held in different hands, the deity’s posture, the mount or seat, the number 


47 In this section I draw partially on material presented in my paper on dhydna verses, 
Biihnemann 1992. 
48 See the following definitions: 
sama@hitena manasa caitanya@ntaravartind / 
dtmano 'bhistadevanam dhyanam dhyanam ihocyate // ST 25.26 
ydvad indriyasamta@pam manasa samniyamya ca / 
svantendbhistadevasya cintanam dhyadnam ucyate // Kulamavatantra 17.36 
dhyanam istasvaripasya vedanam manasa khalu | 
dhyanam eva hi jantinam karanam bandhamoksayoh // Mantrayogasamhita 80.30 (p. 132, 
3-4) 
49 See also the texts discussed in Sanderson 1990: 78—79. 
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of eyes, types of ornaments and accompanying consort or consorts, if any. 

Mahidhara’s descriptions do not provide much information about the 
deities’ postures. Usually the deities are described as sthita, which I leave 
untranslated or translate as “being, living or standing” to approximate the 
meaning of the original, even though the word occasionally seems to refer 
to a sitting posture as well. Special postures such as the lotus posture or the 
alidha/pratydlidha~® standing posture are not mentioned. The illustrations in 
the Telugu edition of the MM, however, depict the Glidha/pratydlidha stance 
(e.g., line-drawings 32, 33a, 34, 35a, 38a and 55). The Glidha/pratydlidha 
stance is also absent in the deity descriptions in the PS and the ST, but in the 
pratimalaksana section of the VdhP it is ascribed to Bhadrakali, Sivaditi, 
Narasimha and Sesa. 

The MM often describes in detail the deity’s dwelling place, which is fre- 
quently a kind of paradise. One of these is the White Island (Svetadvipa) in 
the Milk Ocean, which is Visnu’s abode. It appears three times as the home 
of forms of the Man-lion Nrhari (67, 68, 108). A form of Tara (22) associated 
with the cosmological function of maintenance (sthiti), which is usually con- 
nected to Visnu, is also said to reside on this island. Finally, 62 Gopala/Hani, 
an avatdara of Visnu, also lives there. Visnu’s two consorts Bhiimi/Bhidevi and 
Sri(devi) (53), who also accompany Annapurna, are said to dwell on the Golden 
Island/Continent (svarnadvipa), which may be interpreted as an island made of 
gold located in the Milk Ocean. The personified vital energy 2 Pranasakti, who 
holds the Saiva attributes, the spear/trident and the blood-filled skull, as well 
as a nine-faced form of Tara (23) associated with destruction, are depicted on 
a boat in the Ocean of Blood. Matangi/LaghusSyama (49) resides in a jewelled 
palace on an unspecified island in the Ocean of Liquor, one of the seven oceans 
(Kirfel 1920: 57, 114, 125). Ugratara (17) is described on a white lotus man- 
ifesting itself on the water which covers the entire universe at the time of the 
great dissolution. A form of Tara (21) associated with the function of creation 
dwells in the ocean of words/sounds (Sabdapathonidhi). Other celestial abodes 
include a forest on Mt. Kailasa, which is the home of the Yaksini Madhumati 
(27), and the city Alaka on the same mountain which is the residence of 83 Ku- 


50 Inthe following I use the term dlidha without distinguishing between the alidha and pratya- 
lidha stances, which are defined differently depending on which leg is advanced. For a 
discussion of the stances, see Harle 1972 and more recently Newman 1990: 124-125, 
note 4. Both stances were most likely originally positions in archery. The Citrasttra of the 
Visnudharmottara-Purana, chapter 39.46cd states that vaisakha, alidha and pratydlidha are 
for bowmen. The stances’ association with the heroic sentiment (virarasa) accounts for the 
fact that fierce deities adopt them. 
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bera, the lord of the Yaksas. The deities are also frequently described as seated 
under wish-granting trees (46, 53, 69, 70, 73, 103). 

Visualization of the deity’s form is often prescribed to alternate with repeat- 
ing (japa) the deity mantra. As Kularnavatantra 15.114 states: “When tired of 
Japa, one should visualize; when tired of visualization, one should do japa. The 
mantra of one who combines japa with visualization, and so forth, is perfected 
quickly.”>! 

The deity descriptions are often referred to as DhyanaSlokas. The term 
Sloka has to be taken here in the general sense of verse, since these descriptions 
are frequently composed in metres other than Sloka/Anustubh. The verses 
usually take the form of “one should meditate on/think of/recall/worship the 
deity...who is...who has...who holds...;” or: “I worship/praise/serve/turn 
to the deity...who is...who has...who holds....” In general, a single verse 
is employed to describe the deity’s physical appearance, and therefore the 
longer and more complex metres of kavya literature are more appropriate. The 
following metres are employed in the dhyana verses in the MM:>* 


o Anustubh 1, 4-6, 21-23, 41-44, 54, 60, 87, 93, 96-99, 104-107°* 

o Aparavaktra 74 

o Indravamsa 55 

o Indravajra 18, 45, 47 

o Upayjati 3, 7,9, 10, 12, 14, 19, 20, 25, 26, 28, 29, 34-36, 39, 40, 48, 53, 
68, 94, 103 

Upendravajra 108 

Drutavilambita 27, 30, 64, 65, 83 

Padmanidhi 51 

Praharsini 73 

Bhujangaprayata 11, 13, 31, 37, 46, 72, 77, 101, 102 

Mandakranta 95 

Vasantatilaka 8, 66, 71 

Salini 2, 32 

Sardilavikridita 15-17, 24, 33, 38, 49, 50, 52, 57-59, 61, 63, 67, 69, 70, 
75, 76, 78-82, 84-86, 89-92, 100 


oO 0 0 0 0 0 0 0 0 


Similar statements are found in Buddhist texts, e.g., SM, p. 261. 10-11, p. 98, 18 and p. 109, 
17. 

52 In the following, the numbers refer to the deity descriptions in section 2.2 of this book. 

53 Anustubh verses also appear in the introductory parts to descriptions 25, 26, 29-31, 33, 49, 
53, 68, 73, 83, 95 and 103. 
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o Sragdhara 56, 62, 88 


The style and poetic sophistication of the dhydna verses in the literature vary 
greatly. Some are beautiful examples of poetic art, employing poetic ornaments 
such as the repetition of similar syllables, while others abound in poetic clichés 
which seem monotonous, even tiresome, to Western readers. 

The dhyana verses came to be used in the beginning stage of the Hindu 
smarta pija,>* a form of basically non-Tantric worship, which consists of a 
series of offerings (upacara) to the deity. The descriptions are used to recall 
the physical appearance of the deities before they are worshipped with various 
offerings. During the recitation of the verses the devotee holds in his cupped 
hands (afjali) flowers which are consecrated by the dhydna verses serving as 
mantras, and are then offered to the deity. In contemporary practice the dhyana 
stage of the puja has been reduced to a mere recitation of the verses without vi- 
sualization. This practice provoked the criticism of the traditional scholar and 
practitioner S.C. V. Bhattacharya: “The plain meaning of the word ‘Dhyana’ is a 
single-pointed meditation. The Sastra also lays down which particular Devata 
should be contemplated in what particular form. It is merely this description 
of forms which is known as Dhy4na in the society of to-day. Treatises on the 
rituals also give these Dhyana-Mantras. The purpose of this is that the remem- 
brance of these Mantras greatly helps the meditation of the Devata’s body from 
feet to head and from head to feet in order. But in course of time this purpose 
has been lost, and Dhyana has been reduced to a mere recitation of the Dhya- 
na-Mantras. Many people are under the impression that whether they actually 
meditate on the form of Devata or not, Dhyana is performed if they merely re- 
cite the Dhyana-Mantra after Pitha-Nyasa. But the decision of the Sastra is oth- 
erwise. According to the Sastra, Dhyana is performed by really meditating on 
the form of the Devata, no matter whether the Dhyana-Mantra is recited or not; 
for the Sastrik meaning of the expression ‘Dhyayet’ is ‘should meditate’ and 
not ‘should recite the Dhyanamantra.’ Hence, the Dhyana which is performed 
by simply reciting the Dhyana-mantra while the mind is wandering elsewhere 
is no Dhyana of the Devata, but is rather a Dhyana of the worshipper himself. 
We often see that worshippers or Purohitas consider the time which is occupied 
in the recitation of the Dhyana-mantra to be a period of leisure for the mind, and 
utilize it in thinking on any other subject. Of course, one’s Siddhi in the wor- 
ship of Devata depends on the [p. 491] manner of one’s Dhy4na. It is therefore 
needless for us to say anything on the subject. But it 1s a settled fact that wor- 


54 For some examples of such dhydna verses, see Biihnemann 1988a: 133-135. 
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ship performed by this mode of Dhyana ts no worship at all.” (Woodroffe 1914, 
volume 2: 490-491) 

Dhyana verses are frequently included in the initial parts of hymns or devo- 
tional poems (stotra, stuti, stava) in praise of deities.°> This is especially true 
in a group of sfotras, composed under Tantric influence, which include in their 
titles terms such as “protection” (raksd), “protective armour” (kavaca, varman) 
or “cage” (panjara). In these stotras the deity is asked to protect each part of 
the worshipper’s body. The different parts, from head to feet, are systematically 
enumerated. For each part of the body, the devotee addresses the deity using a 
different descriptive epithet. The deity’s names protect the parts of the worship- 
per’s body to which they are assigned like a divine armour. The pattern is very 
similar to that of the Tantric nydsa rite, in which forms of the deity are assigned 
to and placed on the worshipper’s body parts. The dhydna verses form part of 
a preliminary recitation, including the recitation of the name of the seer (rsi), 
metre (chandas) and other peculiarities of the stotra. Since the dhyana verses 
usually employ the more elaborate kavya metres, they are set off from the main 
body of the protective stotra (which is usually in the simple Anustubh metre) 
by such remarks as atha dhydnam, “here begins the visualization,” iti dhyanam, 
“here ends the visualization.” 

Later dharmaSdstra texts, such as Tryambakayajvan’s eighteenth-century 
Stridharmapaddhati 2.7 (Leslie 1989: 52)°° or Kasinatha’s Dharmasindhu 
(written 1790/91), p. 529, 28-29,°’ prescribe reciting the dhydna of a deity 
upon waking up in the morning. In current practice either a popular dhyana 
verse or a so-called pradtahsmaranastotra, a hymn (stotra) to be recited in 
the early moming (pratah), is recited for recollecting (smarana) or focusing 
the mind on the deity. Popular books provide a number of dhydna verses for 
morning recitation. 

There are separate collections of dhydna verses (see such titles as Dhya- 
nasamgraha, Dhyanamala) which contain descriptions of many deities, includ- 
ing lesser-known figures important only in certain regions. These books reflect 
an attempt to systematically arrange the confusing number of extant deity de- 
scriptions. Usually these compilations include material from Puranas, Tantric 


55 For an example, see Biihnemann 1983: 24. 

56 Cf. the prescription: “And upon waking one should perform the visualization (dhyana) of 
the deity/deities.” (prabudhya ca devatadhyanam kartavyam.) 

57 Cf. the statement: “Having risen at the brahmamuhirta, having recollected the noble Visnu, 
having recited (hymns) such as the Gajendramoksa, one should recall the chosen deity and 
others.” (bradhme muhurte utthaya Srivisnum smrtva gajendramoksadi pathitva istadevatadi 
smaret.) 
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texts or earlier dhydna collections, and are arranged by anonymous compilers 
without any indication of their sources. Most of the material seems to be ac- 
cessible only in manuscript form.>® The only edited collection I know of is the 
South Indian Mirtidhydana, edited by S.S. Swaminatha Sastn in 1985. 

The dhyana verses of Tantric texts were also incorporated into Silpasdastra 
texts dealing with the painting and manufacturing of sculpture which, in con- 
trast to the forms visualized by the worshipper, could be seen and venerated 
by all. The South Indian Silparatna cites a large number of dhydna verses from 
Tantric compendiums without attribution. While the PS and the AmSubheda- 
gama figure as major sources of the text, there are also occasional quotes from 
the (Sanatkumaraprasna-) Kumaratantra and the ST. 


1.6.3 The Deity Pantheon 
1.6.3.1 General Remarks 


The 108 deity descriptions in this volume that were extracted from the MM give 
an idea of the deities who were prominent among Tantrics in North India in the 
sixteenth century. The emphasis in the MM’s selection of deities is clearly on 
forms of goddesses. Among the deities are also personifications of abstract con- 
cepts, such as 1 Papapurusa, the personification of evil, and 2 PranaSakti, the 
personification of vital energy. Some deities figure only in specific rites con- 
nected to Tantric worship (puja), such as 2 PranaSakti in the rite of establishing 
the life breaths (prdnapratistha), deities 3-5 and 104—107 in the nydsa rites, 
and deities 6—7 in the fire ntual (homa). Other descriptions are solely connected 
to the so-called kamya rites for the attainment of specific objectives, such as 
wealth or good health; see the various forms of Tripura Bala (40—48) and the 
forms of Siva (95-99) worshipped in phallic symbols of clay (parthivalinga), 
which can be visualized as holding different attributes according to the results 
desired by the performer of the ritual. Still other deities are associated with the 
six rites of magic (abhicadra). The goddess 21 Tara 3 is associated with appease- 
ment (Santi); 23 Tara 5, 38 Banesi, 44 Bala 5, 46 Bala 7, 51 Trailokyamohini 
Gauri, 94 (Maha-) Sastr 2 and 102 Asuri Durga are connected to subjugation 
(vaStkarana); 14 Haridraganesa and 57 Bagalamukhi are associated with im- 
mobilization (stambhana); 99 Ardhanarisvara with causing dissension or en- 
mity (vidvesana), 22 Tara 4, 33 Dhimavati and 99 Ardhanarisvara with erad- 


58 See NCC 9, s.v. (Devataé)dhyanasamgraha, Dhyanamala, Dhyanaratnavali, Dhyanaslokah 
and Dhyanasamuccaya. 


icitized by GOORe 


30 1 Introduction 


ication (uccdtana) and 23 Tara 5 and 99 Ardhanarisvara with liquidation (ma- 
rand). 

Some deity descriptions are based on popular themes from the Purana liter- 
ature, such as the description of Parvati as Svayamvara (26) offering a garland 
to her future husband Siva; the descriptions of the forms of Krsna: as Rukmi- 
ni’s lover (71), as a boy (72), as eating milk products (73), as rescuing sons (74); 
and those of Kartaviryarjuna (87) sporting with women in the Narmada river. 
Among the deities are folk deities whose worship pattern was “Tantricized,” 
such as 86-87 Kartaviryarjuna, 92 Kukkuta and 93-94 Mahasastr, and some of 
the goddesses, who in later texts were classified as the Mahavidy4s such as 15 
Kali, Tara (17-18, 21-23), 61 Trnpurasundari, 24 Chinnamasta, 33 Dhumavati 
and 57 Bagalamukhi. In the MM they do not yet constitute a group. The group 
of Mahavidya goddesses 1s addressed in section 1.6.3.4 of this book in greater 
detail. There are also three composite deities, who combine the features of two 
deities in one body: the two androgynous deities Ardhanariévara (Siva and P4- 
rvati) (98, 99, 104) and 105 Laksmihari (Laksmi and Visnu); and the compos- 
ite form of 97 Harihara (Siva and Visnu). A rather rare deity is the goddess 29 
Bandi, worshipped for the release of prisoners. 

Two deities whose worship procedure is connected to a ritually impure 
(ucchista) condition also appear: Ucchistaganesa (9-10) and 16 Ucchistaca- 
ndalini/Sumukhi. During the worship ritual the practitioner is in a ritually 
polluted state, and either worships naked or without cleaning his mouth after 
a meal, thereby violating the traditional rules of purity. The worship ritual 
of the ucchista deities usually employs methods of the left-handed path (va- 
mamarga) of Tantrism. Hindu adaptations of Tantric Buddhist deities include 
17 Ugratara, the counterpart of the Buddhist Mahacinakramatara/U gratara; 18 
Ekajata, known in Tantric Buddhism by the same name; and 24 Chinnamasta 
with her attendants Dakini and Varnini, corresponding to the Buddhist Va- 
jrayogini who is accompanied by Vajravarnani and Vajravairocani. Ugratara 
and Chinnamast4, the latter referred to as Pracandacandika, are also described 
in TS, p. 269, 1-9 and p. 243, 3-23. This text, which is widely known and 
frequently referred to by scholars, was most likely compiled about one century 
after the MM. The adaptation of Buddhist deities into the Hindu pantheon is 
separately addressed in section 1.6.3.3. 

Some otherwise widely-known deities are not described in the MM. Rama 
does not appear independently, even though Mahidhara wrote the Ramagitati- 
ka, which is a commentary on a text related to Rama worship. Rama is men- 
tioned in connection with the descriptions of Hanumat (63-64) and is one of 
the ten avatdras surrounding 68 Nrhari. Skanda is described only as part of the 
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Siva group (95) and is mentioned in 19.79ab; perhaps his worship had become 
obsolete in North India by the time of the MM. Of the heavenly bodies, only the 
sun, Mars, Jupiter and Venus are described (76-79). The Man-lion, in contrast, 
is thoroughly addressed (65-69, 108): Mahidhara was his special devotee and 
he invokes the Man-lion at the beginning of many of his works. The forms of 
GaneSa are described in detail in the initial section of the MM, following the 
tradition that he is the deity of auspicious beginnings. I would like to address 
the Tantric forms of this deity in more detail. 


1.6.3.2 Tantric Forms of Ganesa”? 


Icons of GaneSsa or Ganapati, “the lord (ia, pati) of the hosts or troops (gana),”’ 
are found in all parts of India and have been worshipped by Hindus, Buddhists 
and Jains. As part of Indian culture and especially with the spread of Buddhism, 
the worship of the deity reached Central, South-east and East Asia. GaneSa’s 
popularity can be explained by his role as remover of obstacles. He is wor- 
shipped to assure an auspicious beginning to undertakings and subsequent suc- 
cess. In addition, the deity’s physical appearance is appealing: he has an ele- 
phant head set on a human body. The elephant head invokes the symbolism of 
the elephant as a royal animal. This pot-bellied god has been rightly classified 
by scholars, such as Coomaraswamy 1928, as a type of Yaksa, a guardian spirit 
of treasures. GaneSa is addressed as the great Yaksa in Tantric mantras (see MM 
2.52). 

The variety of styles and iconographic types of GanefSa reflect the deity’s 
geographically broad appeal. While general aspects of GaneSa’s iconography 
and mythology have been dealt with by scholars, this section draws attention 
to the less studied Tantric forms, in which the deity is often accompanied by a 
consort. 

GaneSa appeared comparatively late in the Indian pantheon. In early texts 
the name refers to one or several malevolent spirits (vindyaka) connected to 
a rite of appeasement. Early sculptures portray GaneSa as a crude two-armed 
figure, indicating that he had not yet attained a prominent position in worship. 
Gane§a also appears in connection with the ancient group of mother goddesses 
(matrkd), who later surround him in his yantra during the Tantric ritual. 

Later Indian icons commonly represent GaneSa with four arms. The pecu- 
liarity of his elephant face is that one tusk is broken off. Held in his hands as 


59 Ihave also addressed the Tantric forms of Ganesa in my monograph, Biuhnemann 1989 and 
individual papers, Buhnemann 1987a, 1987b and 1995. 
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attributes are the broken tusk and a vessel of sweetmeats called modaka. These 
attributes usually appear as a pair held in opposing hands. A radish appears in- 
stead of the tusk in icons from Bengal, Nepal and Japan. Of these two attributes, 
the tusk and the radish, the radish seems to be the earlier one.™ The radish is 
considered an impure food for human consumption, but in Sanskrit texts it is 
deemed fit to offer to the deity. It seems that the broken tusk was substituted for 
the radish, since its impurity may have offended some Puranic authors. The sto- 
ries about GaneSa loosing one tusk in battle and using it as a stylus to write down 
the Mahabharata from Vyasa’s dictation appear to be later myths that explain 
the already existing attribute (Banerjea 1956: 358). Both the tusk and radish 
are phallic symbols. The sweetmeat, with a womblike shape which is apparent 
especially in Japanese representations (cf. Sanford 1991: 332, plate 6), is em- 
blematic of female sexuality; its name modaka means “gladdening” or “causing 
pleasure.” 

Forms of GaneSa with a female consort (fakti) appeared under Tantric in- 
fluence and are often classified by names, such as Saktiganesa or Saktivina- 
yaka. They are elaborately described and classified in Tantric compendiums of 
the tenth and eleventh centuries, such as the PS and the ST, which are based on 
older texts. The earliest known erotic representations of GaneSa in art date back 
to the sixth century CE. In Tantra, the deity is depicted or visualized on a lotus. 
It is noteworthy that in Tantric texts, such as the MM, Gane§a’s vehicle, which 
is the mouse or rat according to the Puranas and popular mythology, is absent. 
The rat vehicle was apparently not depicted in South India before the twelfth 
century, but appeared somewhat earlier in the North (Jouveau-Dubreuil 1937: 
43). 

Prominent among the erotic forms of GaneSa described in the Tantric texts 
are those in which the deity attempts sexual union with a consort. A sculpture 
from the Nageshvara-Svamin Temple at Kumbhakonam (cf. Biihnemann 1995, 
plate 12) shows the deity embracing his naked consort, while the tip of his trunk 
touches her sexual organs. The consort, in turn, holds GaneSsa’s penis (liziga) 
with her right hand. The deity holds the elephant goad and the noose in his back 
hands, a ball of sweetmeat in his right front hand and embraces the goddess with 
his left front hand. 

Esoteric Buddhism came to Japan from China between the sixth and ninth 
centuries. In both countries a dual form of GaneSa is worshipped in a way which 


60 I agree on this issue with R.L. Brown 1991: 177, who holds that the broken tusk may have 
evolved from a misunderstanding of the radish. Getty 1936: 18. 32, however, believes that 
the radish is a misinterpretation of a badly executed broken tusk. 
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clearly preserves the erotic aspect of the deity’s cult. He is called Kangi-ten, or 
“the god of bliss.” One of the elephant-headed figures is male, and the other 
female. They stand in close embrace and share one name. Rice wine (sake), 
radishes and the so-called “bliss buns” (kangi-dan), the equivalent to the In- 
dian modaka sweetmeats, are offered during the ritual. As in Hindu Tantra, the 
radish substitutes for meat and is here interchangeable with bovine or human 
flesh (Sanford 1991: 298). Radishes and “bliss buns” parallel the male and fe- 
male halves of the dual icon. The worship ritual includes bathing the dual icon 
with oil. Kangi-ten is hidden under a cover in the shape of a phallus, known as 
the lingakosa, when not being worshipped. 

Traditionally in Tantrism Gane§a is quite different from the cute deity prop- 
agated by the authors of Puranic stories. The domestication of GaneSa can be 
seen in the re-interpretation of the radish/tusk and the modaka sweetmeat. In 
addition to these two attributes, the deity’s trunk also has erotic significance. 
Viewed from this perspective, Siva’s first-born son Ganeéa appears to be an in- 
camation of his father’s phallic symbol (/iriga) (Strickmann 1996: 266). 

The PS describes only three forms of GaneSa: a single four-armed form 
presiding over the deity’s seed syllable gam and often referred to as Ekaksara- 
Ganapati (17.49); the ten-armed Mahaganapati with a consort (17.5—-11) anda 
four-armed form holding the wish-granting creeper which gave him the name 
Ksipra(prasadana-) Ganapati, “the Ganapati who pleases quickly” (17.66—67). 
The ST, however, presents seven forms. In addition to the three forms described 
in the PS, this text presents three forms of Ganapati attempting sexual union 
with his consort. Ganapati touches the consort’s sexual organs with either his 
trunk or one of his hands, while the consort holds his penis. The forms are called 
Viriganapati (13.70), Saktiganapati (13.79) and Bhogatilola~Ganapati (13.86). 
Viriganapati also holds a skull cup filled with liquor and is visualized as intox- 
icated. Heramba (13.107) is a ten-armed form with five faces seated on a lion. 

The MM describes eight forms of GaneSa (9-14, 106), which — with the 
exception of 13 Trailokyamohana(kara)ganeSa — are four-armed. Five forms 
(10-13, 106) are accompanied by a consort. In one case the deity is described 
as engaged in intercourse with her (10). Two forms (9-10) are specified as 
UcchistaganeSa, “the GaneSa (fond) of (something) polluted (ucchista).” 
Unmatta-UcchistaganeSa (9) is further described as intoxicated. The ucchista 
forms refer to the practice of worshipping the deity either after a meal with 
remnants of food left in the worshipper’s mouth, or without garments. Both 
acts render the devotee ritually impure and usually unfit for worship. These 
forms and rituals obviously belong to the left-handed (va@ma) Tantric path, 
which involves offerings such as liquor (madya) and sexual union (maithuna). 


iaitzes ty GOOLE 


34 1 Introduction 


Haridraganesa (14), “the GaneSa of turmeric,” is a form of GaneSa connected 
to the magic rite of immobilization (stambhana). 

Trailokyamohana(kara)ganeSsa (13), elsewhere called Mahaganapati, the 
Great Ganapati, is the deity’s classic ten-armed form. Descriptions suggest 
that the deity is superior to all other deities. He is accompanied by a consort 
and eulogized as “the lord of Vallabha (i.e., the beloved)” (Vallabhesa), in 
the VallabheSa-Upanisad,°! a Tantric Upanisad related to his cult. He resides 
on an island in the Ocean of Sugarcane Juice. Sugarcane suggests the deity’s 
connection with Kama, the love god. Mahaganapati is enthroned on a lotus 
consisting of the letters of the Sanskrit alphabet and under a wish-granting 
tree. Held in his hands are attributes including an attribute he shares with 
Siva, the fruit of the citron tree, whose countless seeds symbolize his creative 
power; the bow made of sugarcane, an emblem of Kama; and the rice shoot, a 
symbol of agricultural fertility, as an arrow. A jewel-filled vessel held in his 
trunk, an attribute also held by Kubera, indicates wealth. According to the 
Vallabhesa-Upanisad, his attributes were offered to him by different deities: 
the sugarcane bow by Kama, the wheel by Visnu, the rice shoot by Bhiimi, the 
earth goddess, and so forth. A consort holding a lotus in one hand embraces the 
deity. GaneSa has three eyes, signifying the sun, the moon and fire. Showers of 
jewels, pearls and coral fall before the worshippers from the vessel in his trunk. 
The deity is served by gods and demons. A number of sculptures, paintings 
and modern prints of this classic form are found in Maharashtra, Kerala and 
Tamilnadu. 


1.6.3.3 Buddhist Deities in the Hindu Pantheon 


A. Sanderson has recently provided evidence for the influence of the Tantric 
Saiva canon on the Buddhist Yoganuttaratantras or Yoginitantras. In his impor- 
tant articles, Sanderson 1988: 146-147 and 1994: 94ff., he demonstrates that 
passages from the yet unpublished Saiva Tantras such as the Brahmayamala 
or Picumata, Tantrasadbhava, Yoginisamcara of the Jayadrathayamala and the 
SiddhayogeSsvarimata were incorporated exactly or with little modification into 
Buddhist Tantras of Samvara, such as the Laghusamvara (Herukabhidhana), 
Abhidhanottara, Samvarodaya, Vajradaka and Dakarnava. Sanderson suggests 
the redundancy of the theory that explains similarities between Tantric Saivism 
and Buddhism by postulating a common source from which both traditions are 
derived, referred to as “the Indian religious substratum.” The compilers of the 


61 For an edition and translation of this Upanisad, see Buhnemann 1987a. 
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Buddhist texts frequently describe the principle deities of the Saiva Tantras as 
subjugated by Buddhist Tantric deities in order to reinforce the superiority of 
the Buddhist Tantric deities. 

The reverse, namely the influence of Tantric Buddhism on the deities of the 
later Hindu Tantric pantheon, was studied in some detail by B. Bhattacharyya 
who focuses on such texts as the Sadhanamala. 

The goddesses 17 Ugratara, 18 Tara (Ekajata) and 24 Chinnamasta de- 
scribed in the MM are deities worshipped in both the Buddhist and Hindu 
Tantric traditions. They were adopted from the Buddhist Tantric pantheon 
into the Hindu pantheon before Mahidhara. However, it is usually not easy to 
determine exactly when a deity was adopted from one pantheon into another. 
In the case of 17 Ugratara, “the fierce Tara,” we can see the adoption process 
from textual evidence. A detailed discussion of this process is found in the 
remarks on the description of 17 Ugratara in this book and in Biihnemann 
1996, in which I show how the description of the goddess was incorporated 
from Saévatavajra’s ca. eleventh-century Buddhist sadhana text into the Hindu 
Phetkarinitantra (Phetkariya). The Phetkarinitantra’s description became the 
authoritative description of the goddess and was adopted by later Hindu Tantric 
compendiums. It is noteworthy that not only the iconographic description of 
the goddess in the Buddhist sGdhana was taken into the Phetkarinitantra, but 
also the characteristic Buddhist Tantric visualization pattern. Fragments of 
typically Buddhist Tantric worship mantras (often employing the prefix vajra-) 
appear in the following sections of chapter 4 of the MM, which deal with the 
worship of Ugratara: 


MM reference °° 


4.52cd SM, p. 567, 18 

om vajrodake hum phat vajrodakddiparicadmrtam. .. 
(mantra for taking water [jalagrahana- 

mantra}|) 


4.53cd—54 (no parallel discovered) 
om hrim suvifuddhadharma sarvapdapani 

$GmydSesavikalpadn apanaya svaha 

(mantra of sipping water [Gcamana- 

mantra}) 


Examples from the Sadhanamala 


62 See Bhattacharyya 1930, 1932: 147ff. and his introduction to his edition of the SM, volume 
2: CXxxvff. 
63 The references include the explanations provided in Mahidhara’s autocommentary as well. 
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4.57cd 

om raksa raksa him phat svaha 

(mantra for purifying the land [bh#sodha- 
namantira})) 

4.63cd 

om pavitravajrabhime him svaha 
(mantra for consecrating the land [bhani- 
nimantranamantra}) 


4.64 
om asurekhe vajrarekhe hum svaha 
(mantra of the mandala |mandalamantra}) 


4.66-67 

om yathdgatabhisekasamdgri me hum phat 
(mantra for the purification of flowers 
[puspaSodhanamantra}) 


4.93cd 

aksobhya vajrapuspam praticcha svaha 
(mantra for the worship of Aksobhya 
[aksobhyapiujanamantra}) 


4.97ab 
vajrapuspam praticcha svaha 


SM, p. 189, 5-6 
om raksa raksa hum hum phat svaha 


SM, p. 102, 11-12 

om vajrabhime hum 

(mantra for fencing the land [bhamipa- 
rigrahamantra}) 


SM, p. 44, 14 

om vajrarekhe hum 

(mantra of the mandala {[mandalama- 
ntral; 

SM, p. 102, 14 

(mantra of the basis of lines [rekhadhi- 
sthanamantra}]) 


SM, p. 103, 13 

om Gh sarvatathdgatabhisekasamaya- 
$riye hum hum (mantra for bathing 
icons, etc. [pratimddeh sndnamantra}) 
SM, p. 103, 2 

om aksobhyaya vajrapuspe hum 


SM, p. 79, 16 
vajrapuspe hum praticcha svaha 


The MM’s names for the deities surrounding Ugratara, such as Vairocana and 
Amitabha (4.94cd—95), also reveal Buddhist influence. In addition, certain 
Buddhist characteristics of Ugratara were re-interpreted in the Hindu tradi- 
tion. The Buddhist Mahacinakramatara bears the Tathagata Aksobhya on her 
head. This is because the deities of the Vajrayana pantheon are considered 
emanations of one of the five Tathagatas: Amitabha, Aksobhya, Vairocana, 
Amoghasiddhi and Ratnasambhava. In a Hindu icon, such as Ugratara, 
Aksobhya on a goddess’s head is unusual and calls for explanation. Aksobhya 
was explained in Hindu texts as an epithet of Siva on the basis of a religious 
etymology stating that Siva is “unshakeable” (a-ksobhya) because he drank 
without agitation (a-ksobha) the deadly poison which coloured his neck. Based 
on older authorities, the TS states that Aksobhya resides on the goddess’s head 
in the form of a snake. Accordingly, a number of paintings show a snake 
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on Ugratara’s head. The worship of the goddess is practiced in the method 
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of the left-handed Tantra and is said to have been transmitted to India by 
VaSistha, who received the transmission from Visnu in the form of Buddha in 
the Mahacina region. 

The goddess 18 Ekajata, “having a single plait of hair,” a form of Tara iden- 
tified with Ugratara, was also adopted from the Buddhist pantheon. Her iconog- 
raphy is based on a type of Buddhist two-armed Ekajata. The word vajra in the 
offering mantra om hrim ekajate mama vajrapuspam praticcha svaha found in 
MM 5.14 also reveals a Buddhist influence. 

Similarly adopted is the goddess Chinnamasta or Chinnamunda, “the 
(goddess) with a severed head.” A detailed discussion of the material can be 
found in my remarks on description 24. Eleventh-century Buddhist sadhana 
texts, whose tradition most likely reaches back to the ninth or tenth centuries, 
describe a type of yellow Vajrayogini, who in her left hand holds her own 
head, severed from her body by a scimitar held in her right. One stream of 
blood from her torso enters her own mouth and two streams enter the mouths 
of her companions. Vajravarnani is to her left and Vajravairocani is to her 
right, each holding a scimitar and a skull. The three blood streams from the 
goddess’s torso are interpreted as the three energy channels (nd@di): lalana 
(left), corresponding to insight (prajfd); rasana (right), corresponding to 
means (upaya); and avadhiti (centre), corresponding to great bliss (maha- 
sukha). The severing of the head is interpreted as cutting off greed, hatred and 
delusion. The goddess is also known as Trikayavajrayogini, Vajravarahi or 
Sarvabuddhadakini in Buddhist texts. The earliest Hindu texts incorporating 
Chinnamasta seem to belong to the sixteenth century. The MM gives a de- 
scription of Chinnamasta (Pracandacandika) which is similar to those found 
in the Buddhist texts. The mantras employed in her worship® address the 
central goddess as Vajravairocani, a name clearly indicating Buddhist Tantric 
influence. Similar descriptions to the MM’s appear in a number of later texts, 
such as the seventeenth-century TS, the SVT and the MT. Chinnamasta is 
mentioned in the Sakta Mahabhagavata-(Upa)-Purana from Bengal, which 
has been assigned to the twelfth century. However, her name only, with no 
description of her, appears in a list of names. I suspect that this list is a later 
interpolation. 


64 There are descriptions of other forms of Vajrayogini (standing on a corpse) with her head 
still attached. 

65 Compare the mantra om Srim hrim hrim aim vajravairocaniye hrim hrim phat svaha (MM 
6.1cd—2 with autocommentary) with the one in SM, p. 441, 16—17: om vajravairocanive 
hum phat svahda (“heart mantra” [hrdayamantra] of Vajravarahi). 
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Two basic changes occurred when the goddess was included in the Hindu 
pantheon. The first involved names. In the Hindu tradition, the principal god- 
dess is Chinnamasta, also addressed as Vajravairocani, and her two companions 
are called Dakini and Varnini. In the original Buddhist context, Chinnamunda 
Vajrayogini is the principal goddess, accompanied by Vajravarmani and Vajra- 
vairocani. The second modification concerns the addition of the couple Rati and 
Kama engaged in intercourse under the goddess’s feet, an optional feature that 
is found only in Hindu texts and icons. The presence of the couple seems to 
indicate that the principal icon is the Hindu Chinnamasta. 

A discussion of Kali, who is possibly also of Buddhist ongin (Bhat- 
tacharyya 1932: 157; Pal 1981: 13), is not included here, since the MM does 
not provide further evidence for such an assumption. 


1.6.3.4 Excursus: The Mahavidya Goddesses 


As I suggested earlier, the MM describes some goddesses whom later texts in- 
clude in the group of Mahavidya goddesses. They are: 15 Kali, Tara (17-18, 
21-23), Nilasarasvati (19-20), 24 Chinnamasta, 33 Dhimavati, Matangt (37, 
49), Bala (40-49), 50 Annapiirna, Pratyangira (55-56), 57 Bagalamukhi and 
61 Tripurasundari. Even though the goddesses are not part of this group in the 
MM, it will be helpful to discuss the Mahavidya group here. © 

The group of Mahavidya goddesses enjoys considerable popularity among 
contemporary goddess worshippers. The (grammatically feminine) Sanskrit 
word vidya means “knowledge” in general and designates a mantra in par- 
ticular. Mahavidya can be translated as a “great” or “important” mantra.°’ 
Since one assumes identity between the mantra and the deity and, secondarily, 
between the mantra and the visual form, the term Mahavidya also refers to 
the iconographic forms of the deities. In a more restricted sense the term 
Mahavidya refers to a member of a particular group of goddesses. Some texts 
use the term in contrast to Upavidya, which refers to a minor goddess. The 
number of Mahavidyas is now usually said to be ten.%* An examination of 
older texts, however, reveals that this number is not consistent and that the 
names and the sequence of the Mahavidya goddesses vary considerably. 


66 For the Mahavidyas, see also the recent publication Kinsley 1997. 

67 See MM 5.28c for this usage of the term. 

68 For the sixteen Jain Mahavidyas, see U.P. Shah, Iconography of the Sixteen Jaina Maha- 
vidyds, Journal of the Indian Society of Oriental Art 15. 1947 (A.K. Coomaraswamy Com- 
memoration Volume, part 1): 114-177. 
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The names of the Mahavidyas are found in later medieval Sanskrit texts. 
Their number is given as ten, twelve or eighteen. The Mundamalatantra, part 
1, 6.152cd—154ab and part 2, 1.7-8ab, lists the following ten names: 1) K4- 
li, 2) Tara, 3) Sodasi, 4) BhuvaneSsvari, 5) Bhairavi, 6) Chinnamasta, 7) Dhu- 
mavati, 8) Bagala, 9) Matangi and 10) Kamalatmika. ’° The same list appears 
in Niruttaratantra 15.51cd—52, but is immediately followed in 15.53cd—55 by 
another list of eighteen Mahavidyas. The latter list adds the goddesses 11) An- 
napumda, 12) Nitya, 13) Durga, 14) Mahisamardini, 15) Tvarita, 16) Tripura, 
17) Sarasvati and 18) Jayadurga. 

The Malinivijaya as cited in Krsnananda Agamavagisa’s Tantrasara, ’! on 
the other hand, provides the following twelve names: 1) Kali, 2) Nila, 3) Maha- 
durga, 4) Tvarita, 5) Chinnamasta, 6) Vagvadini, 7) Annapiirna, 8) Pratyangira, 
9) Kamakhyavasini, 10) Bala, 11) Matangi and 12) Sailavasini. 

The list of ten names in the Mundamalatantra and the list of twelve names in 
the Malinivijaya share the names Kali, Tara (also called Nila or Nilasarasvati), 
Chinnamasta and Matangi. Over half of the names in the two lists differ from 
one another. The Mundamalatantra’s list (with some variations) is more com- 
monly found in other texts. The Malinivijaya’s list of twelve names and Nirut- 
taratantra’s list of eighteen names incorporate other popular goddesses, such as 
Annapurna, Tvarita and (Maha-) Durga. The above-cited lists serve as exam- 
ples of possible variations in the Mahavidya goddesses’ names. Further variants 
could easily be added from other texts and extant paintings. 

Since none of the above-cited texts describes the goddesses, I paraphrase 
their descriptions here from a much later text, the Saktapramoda (SP) by De- 
vanandana Simha Bahadur of Muzaffarpur. The text is a compilation from var- 
ious Tantras and was first published in 1890. 7* The SP gives the same sequence 
of names as the Mundamalatantra. 


1 Kali, “the dark one,” is naked and fierce with a necklace of skulls and 
a lolling tongue. She is standing on a corpse (identified with Siva/Maha- 
deva/Mahakala in other texts) in the cremation grounds and holds a sword 
and a severed human head and makes the wish-granting gesture and the 


69 The passage also appears in Saktisamgamatantra, volume 2, 1.44-45. 

70 Kinsley 1997: 252, note 4 refers to a manuscript of the text, which lists the following thirteen 
goddesses: Kali, Tara, Tripurasundari, Bhairavi, Bhuvanesvari, Chinnamasta, Bagala, Dhu- 
mavati, Annapima, Durga, Kamala, Matangi and Padmavati. 

71 The list is neither found in the printed editions of the Tantrasara that were available to me 
nor in the Malinivijayottaratantra, edited by M. Kaul, Bombay 1922. I refer to it as cited in 
Sircar 1973: 48, note 1. 

72 Cf. Goudriaan in Goudriaan/Gupta 1981: 147. 
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gesture of protection (SP, p. 3, 8-11). A similar description of the goddess 
appears in MM 15. Kali’s iconography as a member of the Mahavidya 
group is similar to that of the following goddess, Tara. 


2 Tara, “the saviouress,”’* is characterized by a single plait of hair and also 


stands on a corpse; she holds a sword, a blue lotus, a scimitar and a skull 
(SP, p. 119, 5-8). The form of Tara included in the Mahavidya group can 
be identified as Ugratara, “the fierce Tara” (cf. the description in MM 17). 


3 Sodasi, “the girl of sixteen,” also called Tripurasundari, “the beautiful 
woman of the three cities,” is seated on a lotus, holding a noose, a goad, 
(Kamadeva’s flower) arrow(s) and a (sugarcane) bow (SP, p. 153, 5-6). 
She is the presiding goddess of the Sricakra and the central goddess of 
the cult of Srividya. A similar description appears in MM 61. 


4 BhuvaneSvari, “the lady of the (threefold) world,” is benevolent. She 
holds a goad and a noose and makes the wish-granting gesture and the 
gesture of protection (SP. p. 193, 5-6 = ST 9.14). 


5 Chinnamasta, the goddess “with a severed head,” is naked, holds her own 
severed head in one hand and a scimitar in the other. She drinks the mid- 
dle stream of three streams of her own blood that flow from her head- 
less neck. On either side of her are her female companions Dakini and 
Varnini, each of whom holds a scimitar and a skull cup, and drinks the 
blood from the two side streams of Chinnamasta’s torso (SP, p. 221, 3- 
12). For the iconography of this goddess, see my remarks on MM 24. 


6 Tripurabhairavi, “the Bhairavi of the three cities,” holds a rosary and a 
manuscript and makes the wish-granting gesture and the gesture of pro- 
tection. She is a fierce goddess wearing a necklace of heads (SP, p. 249, 
5-8 = ST 12.31). 


7 Dhimavati, “the smoky one,” is an ugly and terrifying woman. She has 
hanging breasts and always suffers from hunger and thirst. She holds a 
winnowing fan and makes the wish-granting gesture. The goddess is as- 
sociated with the (inauspicious) crow, which is on the banner of her char- 
iot, and with the magic rite of eradication (uccdtana) (SP. p. 277, 5-8). 


Co 


Bagalamukhi, “the crane-faced one,” originally had the head of a crane, 
but is often seen with a human head. She wears yellow garments and or- 
naments and holds a mace and an enemy’s tongue (SP, p. 303, 5-8). The 


73 The name is also explained as “a star” or “the pupil of the eye.” 
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goddess is associated with the magic rite of immobilization (stambhana), 
expressed iconographically by her holding her enemy’s tongue, thereby 
making him speechless. 


Matangi, “the elephant one,” holds a sword, a shield, a noose and a goad 
(SP, p. 331, 5-6) or, according to other texts (ST 12.128 and MM 37) that 
describe a different iconographic type, a lute (vind) and a parrot. 


\o 


10 Kamalatmika, “the lotus one,” is identical to the goddess Laksmi who is 
accompanied by elephants (Gajalaksmi) that consecrate her with water 
from vessels held in their trunks. The goddess is seated on a lotus, holds 
two lotuses, and makes the wish-granting gesture and the gesture of pro- 
tection (SP, p. 353, 5-8). Similar descriptions appear in the earlier texts 
PS 12.4, 12.21 and ST 8.4, 8.31 and 8.38. 


An early nineteenth-century silk embroidery on cotton from Chamba (= 
illustration Ja), preserved in the Los Angeles County Museum of Ant, no. 
M.80.4, depicts the Mahavidya goddesses in the same sequence as found 
in the Mundaméalatantra’s and SP’s lists. The goddesses appear in a clock- 
wise direction, beginning from the upper left: 1) Kali, 2) Tara, 3) Sodas, 4) 
BhuvaneSs(var)i, 5) Chinnamasta, 6) Tripurabhairavi, 7) Dhimavati, 8) Ba- 
galamukhi, 9) Matangi and 10) Kamalatmika. The icon of Tripurabhairavi 
differs from the SP’s description. In the embroidery, the goddess, seated on 
a corpse, holds a broom and a scimitar in her right hands and a vessel and 
a skull cup in her left hands. This iconographic type is elsewhere known 
as Sumukhi. A goddess holding a skull, a scimitar, fondi (liquor) and a 
broom (sammarjani) is called Sumukhi in a Sanskrit verse inscribed on an 
eighteenth- or nineteenth-century Pahari painting from Kangra, preserved in 
the collection of the Museum of Fine Arts, Boston, no. 17.2571, and described 
in Coomaraswamy 1926: 133.’* See also the Pahari painting preserved in the 
Government Museum, Chandigarh, no. 1862, published in Singh 1990, no. 
374. The iconography of Matangi seems to differ from the SP’s description. 
Details are not visible on the silk embroidery. 

From the discrepancies in the lists of names and in the descriptions of the 
individual goddesses we get the impression that the Mahavidya goddesses 
were originally not connected to one another, a fact which made the inclusion, 
replacement and addition of names to the lists easy. Instead, the goddesses 


74 The illustration in Coomaraswamy 1926, no. CXCIV, Sumukhi, seems to represent a dif- 
ferent goddess and is not identical to no. 17.2571. 
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are brought together as representatives of different cults. Ugratara and Chin- 
namasta are goddesses who were incorporated from a Buddhist context and 
adopted and re-interpreted by later Hindu texts. > The iconography of K4li as 
described in the Mahavidya group is similar to that of Ugratara. The worship of 
these three goddesses is prescribed according to the left-handed Tantric prac- 
tice. We also find the ancient goddess Laksmi integrated into the group, with 
Matangi, a goddess of most likely tribal origin, and Sodasi/Tripurasundari, the 
central goddess of the Srividya cult of Sakta Tantrism. The Mahavidyas thus 
represent a syncretism of important Tantric goddesses. 

It is not entirely clear when this group of goddesses was first formed. The 
texts with lists of names seem to have originated in Bengal and adjacent areas. It 
was in these areas, and to some extent in Nepal, ’° that the Mahavidyas first be- 
came popular. The authors of the South Indian texts do not seem to be familiar 
with these goddesses as a group, and only refer to them individually. It is dif- 
ficult to ascertain the time period when the Mahavidya group became popular. 
Among the earlier texts that list the names of the goddesses is the Mahabha- 
gavata-(Upa)-Purana, which Benard 1994: 17, note 3, dates 950 CE and Hazra 
1963, volume 2: 282 not later than the twelfth century. These dates seem to 
be too early. Kinsley 1997: 1 and 253, note 1, states that the Mahavidy4ds were 
known as a group after the tenth century, based on a list of names found in the 
Mahakalasamhita. The Mahavidya group is not listed in the tenth-century com- 
prehensive PS or the tenth- or eleventh-century ST, even though Bhuvaneésvari, 
_ Tripurabhairavi, Matangi and Sri are each described individually. Krsnananda’s 
TS, aca. seventeenth-century Bengali work, does not classify these goddesses 
as Mahavidyas, even though some editions of the text include a list of the names 
of the goddesses which is quoted from the Malinivijaya (Sircar 1973: 48, note 
1). Pal 1981: 10 believes that the Mahavidya group became popular all over 
India after the fourteenth century. 

The Sakta Mahabhagavata-(Upa)-Purana 8.57-71 considers the Maha- 
vidyas who manifested themselves around Siva to be emanations from Siva’s 
wife Sati. This Upapurana links the ten Mah4avidyas to the ten directions in the 
following way: 


75 The iconography of the Tara of the Mahavidy4 group is that of Ugratara. For further de- 
tails on the Buddhist origin of Ugratara, see Biihnemann 1996 and for Chinnamasta, see 
my remarks on 24 Chinnamasta in section 2.2 of this book. 

76 See Regmi 1965—1966, volume 2: 582 for more information. 
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E77 
Chinnamasta 
ZENITH 
Tara 
NE SE 
Sodasi Dhimavati 
N S 
Kali SIVA Bagalamukhi 
NW SW 
Matangi Tripurasundari 
NADIR 
Bhairavi 
W 
BhuvaneSvari 


The Mahavidyas are represented here as presiding deities of the directions. 

Later passages in the same text, 77.3, 77.9-11 and 77.31—34, make Kali, 
identified with Kamakhya, the presiding deity of Kamarupa, the chief of the 
Mahavidyas. The other goddesses surround her as follows: 


S 78 
Dhimavati 
SE SW 
Sodasi Bhairavi 
NADIR 
Bhagavat Siidra (7) ” 
E KALI W 
Tara (KAMAKHYA) Bhuvanesvari 
ZENITH 
Matangi 
NE NW 
(Mahatripura)sundari Chinnamasta 
N 
Bagalamukhi 


77 In this diagram the eastern direction is shown on top in accordance with general Indian 
convention and indications in the text. The zenith is traditionally indicated between the 
north-east and east, and the nadir between the south-west and west (cf., for example, MM 
22.106cd). 

78 In contrast to the preceding diagram, the southern direction is shown on top, following the 
references in the text. 

79 This name appears only in 77.11cd: adhastad bhagavan Stidro bhasmacalamayah svayam. 
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From the description in the text it appears that Kali faces the south. The nadir 
is not presided over by a Mahavidya goddess, since the text includes only ten 
goddesses, that is, Kali in the centre surrounded by nine goddesses. 

The Mahavidya goddesses were also linked to the Saiva and Vaisnava tradi- 
tions. The Todalatantra 1.3—19, a text of uncertain date, lists twelve Mahavidyas 
and pairs them with Bhairavas, forms of Siva, as follows: 


1 Kalika — Mahakala 
2 Tara — Aksobhya 
3 Mahatripurasundari — five-faced Siva 
4 Bhuvanasundari (Bhuvanesvari) — Tryambaka 
5 Bhairavi — five-faced Daksinamurti 
6 Chinnamasta — Kabandha-Siva 
7 Dhimavati — no partner (the goddess is considered a widow) 
8 Bagala — one-faced Maharudra 
9 Matangi — Matanga-Siva 
10 Kamala — SadaSiva in Visnu’s form 
11 Annapurna — ten-faced Mahesvara in Brahma’s form 
12 Durga — Narada. 


The Todalatantra 10.9—11 identifies the Mahavidyas with the avatdras of Visnu 
in the following way: 


] Kali — Krsna 

2 Tara and Bagala — Kiirma 

3 Dhimavati — Varaha 

4 Chinnamasta — Nrsimha 

5 Bhuvanesvari — Vamana 

6 Matangi — Rama(candra) 

7 Tripura — Parasurama 

8 Bhairavi — Balabhadra 

9 Mahalaksmi (for Kamala) — Buddha 
10 Durga — Kalki. 


A somewhat similar list appears in the Guhyatiguhyatantra as quoted in Sircar 
1973: 48, note 1: 
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1 Kalika — Krsna 
2 Tara — Rama(candra) 
3 Chinnamasta — Nrsimha 
4 Bhuvanesvari — Vamana 
5 Sundari — Parasurama 
6 Dhtimavati — Matsya 
7 Bala (for Bagala?) —- Ktrma 
8 Bhairavi — Balabhadra 
9 Mahalaksmi — Buddha 
10 Durga — Kalki. 


A different list of Mahavidyas and corresponding avatdras is found in 
PuraScaryamava, p. 19, 18-22 (in a quotation erroneously ascribed to the 
Mundamalatantra). It corresponds to the Todalatantra’s and the Guhya- 
tiguhyatantra’s lists in only three out of ten cases. It does, however, correspond 
to a Madhubani painting from Mithila, now in the collection of Pupul Jaykar, 
Bombay (= illustration /b). The goddesses, with the corresponding avataras, 
are (from left to right): 


1 Kali — Krsna 
2 Tara — Rama(candra) 
3 Sodasi — Kalki 
4 Bhuvanesvari — Varaha 
5 Tripurabhairavi — Nrsimha 
6 Chinnamasta — Parasurama 
7 Dhtmavati — Vamana 
8 Bagalamukhi — Kirma 
9 Matangi — Buddha 
10 Kamalatmika — Matsya. 


The artist has also assigned a partner to Dhtiimavati who is usually described as 
a widow (cf. the previously cited Todalatantra). 

The assignment of the ten avatdras to the Mahavidyas in these lists is not 
consistent and appears to be arbitrary. For this reason it seems pointless to spec- 
ulate about a possible connection between the functions of the Mahavidyas and 
the corresponding avataras. 
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1.6.4 On the Significance of the Iconographic Attributes 
and their Distribution 


Endowing deities with multiple limbs is a distinct characteristic of later Indian 
art, while the concept of multiplicity can certainly be traced to earliest Indian 
literature. Many-armed and multiple-faced images were often considered infe- 
rior pieces of art by European writers. This attitude towards Indian art is ex- 
pressed in statements such as “...the idea of power is clumsily expressed by 
the multiplication of members. The many-headed, many-armed gods and god- 
desses whose images crowd the walls and roofs of mediaeval temples have no 
pretensions to beauty, and are frequently hideous and grotesque.” ®° 
Macdonell 1914: 166 postulates that the multiple arms of deities serve the 
purpose of holding a variety of attributes and that they were assigned to major 
deities first, and later to other deities. His explanation that icons were provided 
with multiple heads and hands to portray their attributes was also expressed in 
the eighteenth century by J.G. Herder.®! Hocart 1929: 92, on the other hand, 
suggests that icons bearing attributes appear late and that earlier sculptures of- 
ten perform actions with empty hands, e.g., the dancing Siva. Hocart holds that 
multiple arms denote supernatural power and activity on the part of the deity. 
At a later stage in art, movement ceases and the arms begin to hold attributes. 
Hocart 1929: 95 emphasizes that many-armed gods existed in folk art and on 
coins long before they appeared in sculpture. Mus 1964: 21 suggests that mul- 
tiple arms of icons express movements and actions performed by a deity at dif- 
ferent times, and that multiple faces portray various expressions of a deity to 
be viewed by a worshipper who circumambulates the icon. He further argues 
that multiple limbs serve to express time in the dimensions of space. Rau 1976: 
19 understands the multiplicity of arms as “‘a play of life itself,” while O’ Fla- 
herty 1976: 376 takes them to express “multiplicity of powers and possibilities 
of divine action.” In her recent monograph, D.M. Srinivasan 1997 addresses the 
phenomenon of the multiplicity of limbs of Indian icons in detail, examining an 
impressive amount of Brahmanical literature describing such features. The de- 
ity descriptions presented in the two volumes of my monograph belong to a later 
period. Attributes and/or gestures are assigned to each of the deities’ hands and 
“empty” hands usually do not appear. The deity descriptions are primarily for 


80 Vincent Smith in Imperial Gazeteer of India 1910, volume II, as quoted in Coomaraswamy 
1957: 79. 

81 The relevant passages from his article on “Indian Monuments” are quoted in English trans- 
lation in Rau 1976: 12-13. 
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the devotee’s visualization of the deity, so that the question of circumambulat- 
ing the deity does not arise, except where the deity descriptions were adopted 
by texts on sculpture, and have thus had an impact on art. 

The deities in the MM are described as having between two and eighteen 
arms, with the exception of 86 K4rtaviryarjuna, who is said to have 1000. There 
is usually just one face (@sya, mukha, vaktra, vadana), but there is one form 
with four faces (21); two have five faces (82, 107); one has nine (23) and one 
has ten (89). In the case of multiple-faced deities, there is usually one pair of 
arms for every face.** An eight-armed deity has four faces (21); a ten-armed 
deity five (82, 107); and an eighteen-armed deity has nine faces (23). But the 
MM also describes deities with four, six, eight or ten arms but only one face. 
Mahakali (89), who has ten faces, ten arms and ten legs, is unusual. Deities with 
multiple legs are rare in India. Except in one description, neither the arrange- 
ment of the faces nor their colours are indicated. Only in the case of 107 Sarada 
does Mahidhara indicate the distribution of the multiple faces: one in the cen- 
tre and four in the cardinal directions. The central (i.e., the upper or top) face is 
white, the eastern face is yellow, the southern one dark, the western one is white 
and the northern face is red. The arrangement of the goddess’s faces and their 
colours seem to be modelled on the iconography of the five-faced SadaSiva. Ac- 
cording to the nineteenth-century Sukranitisara, multiple faces of deities should 
be set up in a row (4.4.139ab), except for the four faces of Brahma, which face 
the directions (4.4.142). The drawings of the Telugu MM show four faces in 
the cardinal directions, imitating Brahma’s iconography; five faces are set up 
in a row and ten faces are arranged in three tiers (cf. illustration 89a; but 89b 
has them in a row). 

The pratimalaksana section (chapters 44-85) of the Kashmirian 
Visnudharmottara-Purana (VdhP), an instructional work for artists, pro- 
vides an esoteric interpretation of the meaning of the arms and faces, claiming 
that the visual form of deities is full of significance (46.6c). The text argues 
that the eight arms of Visnu represent the four cardinal and the four interme- 
diate directions (47.8). The ten arms of Siva, on the other hand, are said to 
represent the ten directions (48.9a). The text interprets the four faces of Visnu 
as signifying his strength, knowledge, sovereignty and power (47.9). 

The deities in the MM are described as making the following hand gestures 
(mudra): the gestures of protection (abhaya) and wish-granting (vara), usually 
as a pair; the anjali gesture, expressing devotion or supplication and the gesture 


82 See also the remark in VdhP, pratimdlaksana section, 47.1 1ab. 
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of knowledge (jridna), which seems identical to the gesture of text-exposition 
(vyakhyana). The total number of gestures described is small in comparison to 
other texts. 

The MM specifies that a number of deities bear the digit of the moon (can- 
drakala) on their heads. These deities include forms of Siva and gods and god- 
desses associated with the Saiva and Sakta traditions, such as 5 Gir 3, 18 Tara 2, 
including Siva’s son Gane§a (i.e., 13 Trailokyamohana[kara]ganeSa), forms of 
Visnu’s avatara Narasimha (65-66) and Siva’s consort 84 Bhagirathi (Ganga). 
The moon digit frequently functions as a head ornament or Is attached to head- 
gear, and it may be referred to as the new (waxing) moon (51, 61). Its origin has 
been explained in different ways by Puranic authors and modem scholars. The 
digit has been interpreted as the sixteenth digit of the moon in the upper part 
of the head. It is known as the amd kald and said to secrete nectar (amrta, pi- 
yuisa, sudha), which flows downwards. According to hathayoga texts, such as 
Gheranda-Samhita 3.29, the moon is located at the root of the palate (talumi- 
la). Siva is said to possess the downward turned digit of the moon, which con- 
stantly secretes nectar (cf. Kalicarana’s commentary, p. 31, 23 on Satcakraniri- 
pana 29). In art, the moon digit is mostly on one side of the deity’s headgear. 
Almost all drawings of the Telugu MM show it on the left side, while other il- 
lustrations favour the right side. The moon digit also appears on the forehead of 
icons. The fact that it appears either on the head or the forehead may be traced 
to the belief that the moon is located between the djrid energy centre (between 
the eyebrows) and the thousand-petalled (sahasradala) lotus (on the head). Il- 
lustration 8c shows the full moon showering nectar over the head of Siva; this 
is an externalized representation of the entire moon, not only its sixteenth digit. 

Chapter 48.17 in the pratimdlaksana section states that the moon digit 
on the forehead or head or on the matted hair of Siva signifies his magnif- 
icence/divine power (aifvarya). Siva was the first to whom the moon digit 
was assigned in mythological and iconographic descriptions; his connection 
to Soma and the moon is well-known. He is also called Candrasekhara. The 
moon was then transferred to deities of the Saiva and Sakta folds. The digit 
is absent in forms of Visnu and most of his avatdras, except Narasimha. 
Mahamrtyumjaya (81), “the great conqueror of death,” is described with a 
body moist from the nectar flowing from the moon (digit) located on his 
forehead/head. The description of 42 Bala 3 is interesting in this connection. 
The goddess is visualized in the worshipper’s brahmarandhra opening on the 
skull, holding a nectar vessel and shedding nectar. Here the goddess replaces 
the moon in the worshipper’s head. The moon digit will be addressed in more 
detail in connection with the deity descriptions in the ST which are presented 
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in Volume Two of this study. * 

The third eye is another distinctive characteristic of Siva icons. Siva is also 
known as Tryambaka. The word is commonly understood as meaning “having 
three eyes,” even though the original meaning was most likely “having three 
mothers” (Kosambi 1962: 84). The third eye was transferred from Siva to 
icons of the Saiva and Sakta folds, such as 18 Tara 2, 61 Tripurasundari and 
12 LaksmiganeSa. Descriptions 65 and 66 of Nrsimha state that his three eyes 
are the sun, the moon and fire. This identification of the eyes of deities with 
the three lights appears in many deity descriptions in the PS and the ST and is 
also found in chapter 48.4 in the pratimalaksana section of the VdhP. 

The deities in the MM are described as holding a variety of iconographic 
attributes, called “weapons” (Gyudha). Besides actual weapons, dyudhas 
include objects such as vessels, manuscripts, flowers and animals. All of the 
attributes are listed in appendix 1, section 5.4 of this book. The variety and 
number of attributes in deity descriptions led to attempts to present them 
systematically. Bhuvanadeva’s Aparajitaprccha, written in either the twelfth 
century or the first half of the thirteenth century * lists the following thirty-six 
attributes (ayudha) in chapter 235.10—13, and their measurements are provided 
in chapter 235.1439: 1) the trident (trifiila), 2) the knife (churika), 3) the 
sword (khadga), 4) the shield (khetaka), 5) the skull-topped staff (kKhatvadnga), 
6) the bow (dhanus), 7) the arrow (bdna), 8) the noose (pafa), 9) the goad 
(anku§a), 10) the bell (ghantda), 11) the double-edged sword (rsti),®° 12) the 
mirror (darpana), 13) the staff (dandaka), 14) the conch (Sarikha), 15) the 
wheel (cakra), 16) the mace (gadda), 17) the thunderbolt (vajra), 18) the 
spear (Sakti), 19) the hammer/mace (mudgara), 20) the bhusundi,*® 21) the 
pestle (musala), 22) the axe (parasu), 23) the scimitar (kartri),®”’ 24) the skull 
(kapala), 25) the (enemy’s) head (Siras/Strsaka), 26) the snake (sarpa), 27) the 
horn (of a cow, etc.) (§riga), 28) the plough (hala), 29) the lance (kunta), 
30) the manuscript (pustaka), 31) the rosary (aksamala), 32) the water vessel 
(kamandalu), 33) the small wooden ladle (sruc), 34) the lotus (padma), 35) the 
leaf (patraka) and 36) the gesture of yoga (yogamudra). Illustrations [/a-b 
present two charts from the illustrated manuscript of the Sritattvanidhi which 
is preserved in the Oriental Research Institute of the University of Mysore. 


83 For general remarks on beliefs connected with the moon and nectar, see Gonda 1965: 38- 
70. 

84 For this date, see PA. Mankad’s introduction to his edition of the text, p. xii. 

85 The word is spelt risti(ka). 

86 This is a kind of weapon/missile. The word is spelt bhrsundi in the text. 

87 The word is spelt kartikd in the text. 
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Folios 149a and 149b depict a total of 128 iconographic attributes. 

The significance of the attributes is not explained in the MM. Esoteric 
explanations of their meanings, most likely conceived by learned priests, 
can be found in texts such as the pratimadlaksana section of the VdhP. In 
this text (85.15) king Vajra asks the sage Markandeya whether one should 
infer from the fact that Vasudeva/Janardana always carries weapons that he is 
afraid. Verse 7 of the Buddhist hymn Devatisayastuti by Samkarasvamipada*® 
seems to address the same point by asking the rhetorical question: “What wise 
(man) would worship Indra holding the thunderbolt; Bali holding the plough; 
Krsna endowed with the weapon wheel; Skanda holding the spear; Rudra 
whose abode is the cremation grounds, whose weapon is the trident — these 
compassionless children, tormented by the fear of suffering (and holding) 
different weapons...?’’ Markandeya of the VdhP replies that in reality Visnu’s 
four dyudhas, the conch, the wheel, the mace and the lotus, are not weapons, 
but symbolize the great elements (mahdbhita): ether, wind, fire and water 
respectively (85.16—18ab), which he controls. 

Rao 1914-1916, volume 1: 293-295 cites some examples of esoteric inter- 
pretations of attributes found in the Visnu-Purana, the Varaha-Purana, the Ka- 
mikagama and Bhaskararaya’s commentary on the Lalitasahasranama. *’ Since 
each of these texts belongs to a different tradition, their interpretations of the at- 
tributes vary. In addition, a text such as the VdhP interprets the same attribute 
differently when held by different deities. The esoteric interpretations, employ- 
ing philosophic speculation, fail to explain the symbolism of the attributes in a 
satisfactory manner. Nevertheless, because of the importance of the topic, some 
examples follow. 

The pratimdlaksana section of the VdhP interprets the elephant goad 
(ankusa) in the hand of Sakra/Viridhaka as a symbol of authority/power 
(ajnd), which subjugates all beings (50.9ab). The noose (pasa) held by Yama 
is said to indicate the course of restraint (yamamdrga) (51.14cd), while 
the noose held by Varuna is a symbol of the bondage of worldly existence 
(S2.15b). Lalitasahasranama 2.2cd, however, speaks of Lalita as holding the 
goad of anger and the noose of desire. From the descriptions in the MM it 
appears that the noose and the elephant goad are frequently associated with 


88 The Sanskrit hymn is published in: Supra-Divine Praise of Acdrva Sankaraswamipdda. 
Translated and criticaly (sic!) edited with annotations in Tibetan <by> L. Norbu Shastri. 
Sarnath: Tibetan Institute 1990: 7. 

89 Extracts from texts such as the Gopalottaratapini-Upanisad and the Nrsimhapurvatapini- 
Upanisad giving esoteric interpretations of attributes can also be found in Daniélou 1964: 
1S52ff. 
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the magic rite of subjugation (vasikarana) (see descriptions 38, 44, 46 and 
51). In subjugation rituals the victim is visualized either bound with the 
noose and caught with the goad (Goudriaan 1978: 317), or pulled near with 
the goad and bound firmly with the noose (MM 7.36ab). According to the 
pratimadlaksana section, the bilva fruit held by Laksmi symbolizes the entire 
universe (82.9a). The conch in Gauri’s hand stands for wealth (52.15a), while 
the conch in Hari’s hand represents the sky (85.17ab). The wheel (cakra) in 
Visnu’s hand stands for wandering around in worldly existence or the wheel 
of law, the wheel of time or the zodiac wheel (60.5). Held in Vasudeva’s hand, 
the wheel symbolizes the purusa, as opposed to prakrti (47.13c); in Hari’s 
hand, however, it signifies wind (85.17c). The rosary (aksamala) in the hands 
of Sarasvati and Dharma symbolizes time (64.4cd; 77.5a). The staff (danda) 
held by Yama signifies death (51.llab), while the staff held by Viripaksa 
stands for killing/destruction (57.5a). Samkarsana’s pair of attributes, the 
plough (/dngala) and the pestle (musala), signify time and death (47.14cd). 
A summary of the esoteric interpretations of attributes according to the VdhP 
can be found in the glossary to D.C. Bhattacharyya’s edition and translation of 
the pratimdlaksana section, pp. 271-281. 

In Mahidhara’s and other texts’ descriptions, certain attributes frequently 
appear in pairs, usually held in opposing hands. They are assigned to the deities’ 
right and left hands as follows: 


o Arrow(s) (right) — bow (left) (cf. deity descriptions 2, 10, 25, etc.), with 
the variant: 


O 


Flower arrow(s) — sugarcane bow, attributes of Kamadeva (cf. [39,] 
61, 70). This distribution of attributes appears frequently in Ra- 
ghavabhatta’s commentary on the ST and is also prescribed in the 
VdhP’s pratimalaksana section (e.g., 44.12cd—13ab) and Gopalabhatta’s 
sixteenth-century Haribhaktivilasa 18.12. 


°o Conch (right) — wheel (left) (cf. 12, 70), Vaisnava attributes. In descrip- 
tion 67, however, the wheel is assigned to the right hand and the conch 
to the left. Raghavabhatta’s commentary on the ST also usually assigns 
the wheel to the right and the conch to the left hand. In Haribhaktivilasa 
18.12—13 both attributes are assigned to the left hands, and the mace and 
the lotus to the right hands, forming two pairs of attributes, the conch — 
the lotus and the wheel — the mace. 
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Goad (right) — noose (left) (cf. 2, 10, 14, 32), Saiva attributes. In the 
MM’s description 32, however, the goad is assigned to the left hand and 
the noose to the right, cf. also SVT 2, p. 676, 13-16 for the same distri- 
bution of attributes. Raghavabhatta’s commentary on the ST generally 
assigns the goad and the noose to the right and left hands respectively of 
female deities and to the left and right hands of male deities. 


oO 


re) 


Pestle for pounding corn (right) — plough (-share) (left) (cf. 23, 59, 91), 
attributes connected to agriculture. This distribution of attributes also ap- 
pears in the VdhP’s pratimdlaksana section 44.12cd—13ab. 


2°) 


Rosary (right) — manuscript (left) (cf. 3, 4, 50), attributes associated with 
Brahma and Sarasvati. This distribution of attributes is frequently found 
in Raghavabhatta’s commentary on the ST. 


Skull (right) — trident (left) (cf. 2, 60, 107), Saiva attributes, the skull 
serving either as a drinking vessel or as a begging bowl. Raghavabhatta’s 
commentary on the ST, in contrast, regularly assigns the trident to the 
right hand and the skull to the left hand. 


oO 


oO 


Sword (right) — shield (left) (cf. 55, 58, 90), with the variant: 


o Sword (or scimitar) (right) — skull/head (left) (cf. 15, 16, 17). The same 
distribution of attributes appears frequently in Raghavabhatta’s commen- 
tary on the ST and in the VdhP’s pratimalaksana section 47.12cd—13ab; 
cf. also Haribhaktivilasa 18.12. 


The following two hand gestures (mudra) frequently appear as a pair: 


o Wish-granting gesture (right) — gesture of protection (left) (cf. 3, 7, 8). 
Raghavabhatta’s commentary, p. 74, 23-28 on ST 2.16 states that god- 
desses generally make the gesture of protection with their right hands and 
the wish-granting gesture with their left hands, and that the distribution of 
attributes in the hands of a particular deity should be learnt from the tra- 
dition of one’s preceptor. According to Girvanendra Sarasvati’s PSSS, p. 
131, 20-11, however, the gesture of protection is made with the right hand 
and the wish-granting gesture with the left regardless of gender. Simi- 
larly Jouveau-Dubreuil 1937: 128-129 observes that South Indian icons 
always make the gesture of protection with their right hands and the wish- 
granting gesture with their left ones. This tradition is partially followed in 
the line-drawings reproduced in this book from the Telugu edition of the 
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MM. But it is not followed everywhere; for example, South Indian sculp- 
ture, illustration 76c, follows the MM’s distribution of the gestures. These 
gestures are not described in the MM. Utpala’s commentary, p. 690, 15- 
16 on Varahamihira’s Brhatsamhita 57.38 and PSSS, p. 131, 13-14 ex- 
plain that in the wish-granting gesture the hand is stretched out with the 
fingers pointing downwards. Raghavabhatta, p. 73, 28 on ST 2.16, quot- 
ing an unidentified authority, states that the left hand is stretched out and 
the fingers point downwards, while on p. 715, 22 on ST 18.13 he makes 
the same statement about the right hand. In the gesture of protection the 
hand is facing the observer with the fingers pointing upwards; cf. also Ut- 
pala’s commentary, p. 689, 16-17 on Varahamihira’s Brhatsamhita 57.33 
and similarly PSSS, p. 131, 11-12. Raghavabhatta, p. 73, 27 on ST 2.16, 
quoting a different authority, states that the right hand is stretched out and 
turned upwards, while on p. 715, 21 on ST 18.13, quoting an unidentified 
source, he makes the same statement about the left hand. Neither gesture 
is mentioned in the pratimdlaksana section of the VdhP. 

The illustrations in this monograph show that a deity with four or more 
arms usually makes the wish-granting gesture and the gesture of protec- 
tion with the front hands rather than with the back hands;” making the 
two gestures with the lower (adhah) hands is prescribed in the nineteenth- 
century Sukranitisara 4.4. 137. 


While the dhydna verses of the MM often enumerate the deities’ attributes 
in a sequence influenced by metrical constraints and very rarely assign them 
to specific hands, Mahidhara’s autocommentary usually indicates which 
attributes belong to the right and left hands. When there are four or more 
attributes the question arises which attributes should be assigned to the upper 
and lower hands on each side. Only in a few cases (32, 65, 66, 67, 76) does 
Mahidhara’s commentary give precise information on this point. Perhaps he 
had no information about it from the sources at his disposal or did not consider 
the issue important. Other authorities, however, such as Raghavabhatta, the 
commentator on the ST, and the SVT, assign the attributes to the deities’ hands 
with more precision. Mahidhara, Raghavabhatta, Gopalabhatta, author of the 
Haribhaktivilasa, and the compilers of texts such as the SVT and the late 
Sukranitisara, address the upper (ardhva) and lower (adhah) and sometimes 
central (madhyama) arms/hands. In art the “lower” arms of the texts became 


90 See also the observation by Jouveau-Dubreuil 1937: 128. Exceptions to this are illustrations 
I5a—c and 95b. 
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the front arms of the icons, and the “upper” arms became the icons’ back 
arms, as can be seen from the illustrations. ?! In this book I speak of upper and 
lower arms/hands when dealing with textual sources and of back and front 
arms/hands when describing art objects. 

Certain attributes form pairs, as discussed above. In order to honour those 
pairings, I have rearranged the attributes under the heading “attributes,” which 
appear in the deity descriptions in section 2.2 of this book, so that the pairs of at- 
tributes are found in pairs of hands. When doing so, I have indicated that this is 
a suggested distribution, without interfering with Mahidhara’s general assign- 
ment of attributes to the nght and left hands. The line-drawings of the Telugu 
MM do not always assign a pair of attributes to a pair of hands (e.g., 40a, 59). 
The same is true for the paintings from the illustrated manuscript of the S1i- 
tattvanidhi from Mysore, referred to in this book (e.g., 2c). It seems to me that 
neither artist was very familiar with iconographic conventions. In addition, we 
have seen that traditions are not uniform. 


1.6.5 On the Function of the Colours 


The pratimalaksana section of the VdhP also interprets the esoteric meaning 
of the colours associated with deities. The white colour of MaheSvara is said 
to suggest his connection with the matter (prakrti) which generates the world 
(48.19), while the moon’s white colour is associated with water (68.14cd). The 
golden colour of Sakra/Viridhaka is said to signify his brilliance (50.8ab), 
whereas the dark colour”” of Visnu is supposed to indicate that he protects 
the manifestations in worldly existence which are dark in colour (47.1—2ab). 
Brahma’s red colour suggests his association with passion (rajas) (46.7). 

In the MM the different body colours of the deities are often associated with 
special functions: red with the magic rite of subjugation (vastkarana; 44, 46 and 
51); yellow with immobilization (stambhana; 14, 57)”° and white with rites of 
appeasement (Santi; 43, 47). The function of these colours is supported by a 
Statement in MM 5.12 that adds that grey is associated with the rite of eradi- 
cation (uccatana) and dark colours with the rite of liquidation (mdrana), These 


9! An exception is the painting in Mookerjee 1988: 76, where the right upper arm is also the 
right front arm. 

92 In this study I understand the general translation “dark” to include a variety of dark shades. 
including the colours black, blue and deep green. 

93 For a discussion of the yellow colour in connection with the rite of immobilization, see 
Goudriaan 1978: 176, 339. 
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rites are comprised of the previously mentioned six rites (sat karmdni) of magic 
(abhicdra) performed in order to attain specific objectives. 

The goddesses Gir (Sarasvati, Sarada) (3-5) and Tara (21-23) are visual- 
ized in sequence as white, red and dark, and these colours are associated with 
the cosmic functions of creation, maintenance and reabsorption and the three 
qualities (guna) purity/goodness (sattva), passion (rajas) and darkness (tamas) 
(cf. 3—5, 21-23): 


goddess colour quality (guna) function 
3 Gir; 21 Tara white purity/goodness (saftva) creation 
4 Gir, 22 Tara red passion (rajas) maintenance 
5 Gir; 23 Tara dark darkness (famas) reabsorption 


The three forms of Tara are also associated with the rites of appeasement (Santi) 
and prosperity (pusti) (white); eradication (uccafana) and subjugation (vast- 
karana) (red); and liquidation (mdarana) (dark) respectively. The same colours 
appear in Kularnavatantra 16.125cd—126 and also in connection with the three 
qualities and the rites of appeasement (white), subjugation (red) and the “cruel 
rites,” i.e., the rites of black magic (dark). While in the above colour scheme 
eradication (uccdtana) is associated with red, it is associated with grey in MM 
5.12. The association of grey with the eradication rite can further be seen in the 
case of 33 Dhiimavati, “the smoky one,” who is intimately connected to this 
rite. MM 6.28, on the other hand, describing 24 Chinnamasta, agrees with the 
function of the colours red, white and yellow, but prescribes blue/dark (nila) 
for eradication rites and grey/smoky for rites of liquidation. 


1.7 The Aim and the Scope of the Present Study 
1.7.1 General Remarks 


So far I have presented information on Mahidhara and his MM, including com- 
mentaries on the work, within the context of works on mantraSdastra. The pos- 
sible sources of the text were discussed, taking into account the common pas- 
sages shared by the MM and the NP. The MM’s influence on Madhavaraya 
Vaidya’s MMA was demonstrated. I then addressed the ritual context, func- 
tion and structure of the deity descriptions (dhyana) and the deity pantheon de- 
scribed in the text. I further discussed the significance of the iconographic at- 
tributes and their distribution in the different hands of deities and the function 
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of the deities’ body colours. 
The 108 deity descriptions extracted from the MM are presented in section 
2.2. Each description follows this format: 


1 the Sanskrit text of the passages in transliteration to facilitate reading. It is 
based on the VenkateSvar Press edition, Bombay, and was compared with 
other editions and texts, such as the NP or the MMA which contain the 
same verses. Consulting additional materials enabled me in many cases 
to constitute a better text than the one found in the printed editions of the 
MM; 


2 aliteral translation of the verses, more precise than earlier translations of 
the MM; 


3 anote on the distribution of iconographic attributes based on Mahidhara's 
autocommentary; usually the attributes are assigned to the deities’ nght 
(R) and left (L) hands without information about their exact positions; 


4 explanatory notes on the deities, taking into account similar descriptions 
found in other, mostly untranslated Sanskrit texts; references to the cor- 
responding line-drawings of the Telugu edition of the MM and to onginal 
visual representations of the deities. Since each deity could easily be the 
topic of a separate monograph, I restrict myself to essential remarks only, 
which, in cases where entirely new information was presented, had to be 
longer than in cases of previously studied deities on whom information 
is readily available. A certain amount of repetition in the explanatory re- 
marks was unavoidable and is provided for the benefit of the reader who 
wishes to use the book for quick reference. 


I present the deity descriptions in the sequence in which they appear in the MM. 
Sircar 1972-1973 and Pal 1981, who studied Krsnananda’s TS, used a differ- 
ent approach in which they arranged the deities alphabetically (Sircar) or ac- 
cording to their own categories (Pal). I decided to retain the original sequence 
since the arrangement in the MM follows a plan laid out in the author’s table of 
contents (anukramani). As a result, two different forms of the same deity oc- 
casionally appear in different parts of the text (cf. descriptions 8 and 106, 32 
and 58-60, 37 and 49, 54 and 83, and 98 and 104). This indicates that one form 
of the deity differs both contextually and functionally from the other form. The 
context and function of deities in a pantheon as a criterion for the formation of 
particular iconographic types was rightly emphasized by D.C. Bhattacharyya 
in the introduction to his edition and translation of the pratimdalaksana section 
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of the VdhP, p. xiv. In the MM, Kubera, for example, is described once in the 
fire ritual which concludes the worship of the goddesses Bhiimi and Sri (54), 
and a second time independently (83). I have provided cross references in these 
cases. 

The MM often refers to one deity by several names. I adopt the name that 
appears in the dhydna verse; if these are uncommon names, other names used 
in the MM are added in parentheses or provided in the explanatory notes. For 
easy reference I have numbered the descriptions 1 to 108. The table in section 
2.1 lists the elements of the descriptions according to the categories “name,” 
“arms,” “colour,” “posture,” “seat/mount” and “attributes” for quick reference. 


77 €6 77 66 


1.7.2 Texts Cited for Reference 


While commenting on the descriptions in the MM I often refer to similar de- 
scriptions appearing in earlier compendiums, which may constitute possible 
sources of the MM, and also in later texts, which indicate a continuity of tradi- 
tion. Because of the vastness of the available material and the present unsatis- 
factory state of research on Tantric texts, completeness cannot be expected in 
the references provided. Major Tantric compendiums referred to in this book 
are (see section 1.1 for details on the texts): 


o the Prapajficasara (PS), attributed to Samkara: 

o the Saradatilaka (ST) by Laksmanadesika; 

the Prapafncasarasarasamgraha (PSSS) by Girvanendra Sarasvati; 

the Mantrapada inserted into the Isanasivagurudevapaddhati (ISP); 

the Tantrasarasamgraha (TSS) by Narayana; 

the Tantrasara (TS) by Krsnananda Agamavagi§a, cited here in the De- 
vanagari edition, entitled Brhattantrasara, which is based on a Bengali 
version. Unfortunately the edition contains many misprints; a partial edi- 
tion (TS [2]), published by the Chowkhamba Sanskrit Series Office, Va- 
ranasi, in 1938 was occasionally referred to where it contained material 
not found in the Brhattantrasara; 
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o the Srividyarnavatantra (SVT), attributed to Vidyaranya Yati; 

o the Tantric section (“Bhagavata-Tantra’”’) of the puéirvardha of the Narada- 
Purana (NP), chapters 63-91,74 and 

o the Merutantra (MT). 


94 Fora discussion of this part of the Purana, see section 1.4 of this book. 
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I also refer to the iconographic descriptions in the Agni-Purana, which are 
based on the HayaSirsa-Pancaratra and were painstakingly analysed by De 
Mallmann 1963. The learned author provides cross references to many San- 
skrit texts. Although her references to the ST are many, De Mallmann rarely 
cites the PS. She also does not cite the PS or the Ripamandana referring to the 
original texts. 

The following texts related to sculpture (Silpasastra) are also referred to: 


o the ca. sixteenth-century Silparatna (SR) by Srikumara, a Kerala Brah- 
min: The text was edited for the first time by T. Ganapati Sastri (volume 
1) and Sambasiva Sastri (volume 2) and printed in 1922 and 1929 in the 
Trivandrum Sanskrit Series. An edition of the Sanskrit text in Grantha 
script with a partial? Tamil translation by N.S. Devanathachariar was 
published in 1961 and 1989 in Tanjore by the Tanjore Sarasvati Mahal 
Library, based on a manuscript preserved in that institution. The SR is di- 
vided into two parts. The first one (purvabhdga) addresses the construc- 
tion of houses, villages and similar topics (chapters 146). Chapter 46, 
entitled citralaksana, which deals with painting, has received some schol- 
arly attention. A recent edition and translation is by A.B. Bhattacharya 
(Citralaksana: A Treatise on Indian Painting. Calcutta: Saraswat Library 
1974). The second part (uttarabhaga) deals with iconography (chapters 
1-28), the consecration (pratistha) of icons, the removal of damaged ones 
(jirnoddhara) and related topics (chapters 29-35). The section on iconog- 
raphy draws extensively from the PS and the AmSubhedagama, and also 
from the ST and the (Sanatkum4araprasna-) Kumaratantra, all without ac- 
knowledgement; 


oO 


the Devatamutrtiprakarana (DMP) and the Ripamandana (RM) by 
Siitradhara or Siitrabhrt Mandana, the son of Sriksetra, who flourished 
in Mewar during Maharana Kumbha’s reign: Both compilations are 
based primarily on South Indian texts, especially the SR, but also quote 
the pratimalaksana section (chapters 44-85) of the third khanda of the 
VdhP. Of the eight chapters in the DMP, chapters 48 are of interest for 
the study of iconography. In the much shorter RM, chapters 2-6 are of 
iconographic significance. Both works also address Jain iconography; 


95 Only chapters 1-27 of the second part of the SR were translated. They deal with iconogra- 
phy and were translated for the benefit of sculptors. 
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o the Sritattvanidhi (STN), compiled by Mummadi Krsnaraja Wode- 
yar III, who was the Maharaja of Mysore” from 1799 to 1868: The 
text 1s divided into nine sections as follows, each entitled “treasure” 
(nidhi), the nine treasures being reminiscent of those of Kubera: 
1) Saktinidhi, 2) Visnunidhi, 3) Sivanidhi, 4) Brahmanidhi, 5) Gra- 
hanidhi, 6) Vaisnavanidhi, 7) Saivanidhi, 8) Agamanidhi and 9) Kau- 
tukanidhi. Sections 1—5 are of special significance for the study of 
iconography. Among the many texts cited in the work are the South 
Indian Ahirbudhnya-Samhita of the Vaisnava Paficaratra tradition, the 
Saiva Karanagama, the ST and the PS. A critical edition of the STN 
is not yet available. I have quoted the text from the Venkatesvar Press 
edition, Bombay 1901 (STN1), referring to the respective section (1-9) 
and the verse number. The STN is also available with a Tamil translation 
in Grantha script. An edition in three parts by K.S. Subramanya Sastri 
was published from the Tanjore Sarasvati Mahal Library, Tanjore, 
1963-1966. Recently the Oriental Research Institute of the University 
of Mysore edited the first section, the Saktinidhi, as represented in the 
illustrated manuscript, no. SA. 852, preserved in their collection. The 
remaining eight sections are scheduled to appear. The edited volume 
contains the reprinted manuscript written in Kannada script with the 
paintings reproduced in colour, the Sanskrit text in Devanagari script 
and translations into both Kannada and English. I have quoted this 
volume as STN2, and refer to its verses by the numbers assigned to 
them in this edition. There are some differences between the Mysore 
and Bombay editions of the text. STN2 occasionally presents passages 
in a different order from the Bombay edition and contains additional 
text. It also contains verses ascribed to the PS which are not found in the 
printed editions of the PS.?’ The STN has recently attracted the attention 
of several scholars. The text of the Saktinidhi (reproduced from the 
VenkateSvar Press edition?) was printed in Srivastava 1978: 129-162, a 
publication dealing with the iconography of Sakti according to the STN. 
The section on music, forming part of the Brahmanidhi, was edited with 
an English translation accompanied by illustrations by Rao 1993; the 
illustrations in the yoga section, which forms part of the Saivanidhi, 


96 For information on Krsnaraja Wodeyar III, see S.K.R. Rao 1993: 1-22. 

97 Cf. 910 Raktacimunda, 914 Mohini, 915 Maya Jaganmohini, 916 Jyesthalaksmi, 
917 Pulindini, 918 Renuka, 930 Citrint, 934-935 Bala Sarasvati and 936-939 Si- 
ryamandalastha-Durga. 
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were reproduced from an illustrated manuscript preserved in the Mysore 
Royal Palace Library by Sjoman 1996. 


I have also cited the pratimalaksana section (chapters 44-85) of the third 
khanda of the Kashmirian Visnudharmottara-Purana (VdhP),”° which ad- 
dresses the iconography of Visnu, whose manifestations the other deities are 
held to be. An important characteristic of the text is its esoteric interpretation 
of iconographic attributes. I have used the edition by P. Shah, 1958 and 
occasionally refer to the one by D.C. Bhattacharyya, 1991. The text’s passages 
on iconography are extensively quoted in the devatdmiurtayah section (pp. 
76, 17 — 222, 11) of part 1 of the vratakhanda (khanda 2) of Hemadri’s 
thirteenth-century Caturvargacintamani. A critical edition of the VdhP should 
incorporate the readings preserved in Hemadri’s compilation. 


1.7.3. The Choice of Illustrations 


This book presents a considerable number of illustrations of varying artistic 
value that picture multiple-armed Tantric deities. The edition of the MM in Tel- 
ugu script, published by the Emperor of India Press in Madras in 1908 in two 
parts (T1, 2), contains line-drawings which accompany the deity descriptions. 
They were most likely commissioned at the beginning of the twentieth century 
in the Madras area. We do not know the artist’s name. Even though the line- 
drawings may not be superior pieces of art, their value lies in that they illustrate 
the complete pantheon described in the MM. All line-drawings corresponding 
to the descriptions are included and discussed in this book. I have also included 
those which deviate from the descriptions or misinterpret them (e.g., illustra- 
tion 50a). Only a few deity descriptions which are part of general Tantric rituals 
were not illustrated by the South Indian artist (descriptions 1, 3-6, 66). His dis- 
tribution of attributes often does not follow Mahidhara’s instructions; in some 
cases the artist followed an established tradition of iconography instead (e.g., 
15a). While Mahidhara usually assigns the wish-granting gesture to the nght 
hand and the gesture of protection to the left hand, this artist usually” assigns 
these gestures to the left and right hands respectively (e.g., 8, 67, 53, 59). He 


98 For a discussion of the problem of dating the pratimalaksana section of the text, see D.C. 
Bhattacharyya’s introduction to his edition and translation of the section, pp. Ixvii-Ixxiil. 
Bhattacharyya argues for ca. 650 CE as a possible date. 

99 Exceptions are illustrations 7, /8a, 2], 28. 3], 36 and 40a. 
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was possibly following a South Indian tradition recorded by Jouveau-Dubreuil 
1937: 128-129. Often the common pairs of gestures or attributes are not found 
in the deities’ opposing hands as one would expect (e.g., 40a). 

The lithograph edition of the MM published by the Smarahimsakadatta 
Press in Lucknow in 1872 also provides line-drawings of deities and yantras 
in the appendix. For the most part they do not correspond to the descriptions 
in the text and for that reason are not included here. 

In addition to including the line-drawings from the Telugu MM, which are 
illustrative of the text, I have attempted to provide other illustrations which cor- 
respond to the deity descriptions in the MM and illustrations of variations on 
these iconographic forms from a variety of sources, regions and styles. They 
show that the deity descriptions in the MM are not isolated patterns created by 
Sanskrit pandits, but belong to a wider tradition. This is even more apparent 
in that the illustrations in this book are of a fairly late or even a contemporary 
date. 

I include (reductions of) contemporary line-drawings prepared by M. Gana- 
pathi Sthapati (e.g., 14b, 25b, 35c), which are reproduced from his edited vol- 
ume Riipadhydnaratnavali, published in Hyderabad in 1981 (in Telugu). The 
work contains approximately 400 line-drawings of deities, based primarily on 
the descriptions in the Sritattvanidhi, although this is not explicitly stated. I also 
include some paintings from the illustrated manuscript of the Sritattvanidhi, 
preserved in the Oriental Research Institute of the University of Mysore, no. 
SA. 852 (e.g., 2c, 14c, 40c). This manuscript contains more than one thousand 
colour paintings. Its first section, the Saktinidhi, was edited and published in 
1997 along with reproductions of the original paintings from Mysore (STN2). 

I also provide line-drawings found in Tantric compendiums, such as the 
printed edition of the PuraScaryarnava by Pratapa Simha Sah Deva, king of 
Nepal, written in 1775 (e.g., 35b, 37b, 69b); drawings from Nepalese sketch- 
books (57b); paintings from illustrated manuscripts (e.g., 37b, 57c, 87) and Pa- 
hari paintings (e.g., 69c, 81b, 95b). Even though reproduced drawings or paint- 
ings predominate, photographs of some sculptures (e.g., 1/3b, 76c) and brass 
and bronze statues (e.g., 88c, 101b, 105a) are provided. I also include Buddhist 
material (/7c, 18b, 24e) for comparison, when deities belong to both the Bud- 
dhist and Hindu pantheons. 

Some Tantric deites, such as Kali, Tara and the group of Mahavidya god- 
desses are themes of the Madhubani folk paintings of Mithila; two specimens 
of these paintings are reproduced in this book (24d, /b). With the growing inter- 
est in Madhubani paintings, the number of available paintings of questionable 
authenticity has rapidly increased. Contemporary artists often copy from books 
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and manuscripts to satisfy the curiosity and taste of their Western customers. In 
many cases the result can be considered neither folk art nor Sastric art. 
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2 The Deity Descriptions: 
Critically Edited Text, ‘Translation and Explanatory 


Remarks 


2.1 Table Summarizing the Iconographic Features of the Deities 


1 Papapurusa 2 dark -—- 


2 Pranasakti 6 red - 


3 Gir 1 (Sarasvati) 4 white — 


4 Gir 2 (Sarasvati) 2 ~ seated 
4 = a 


5 Gir3(Sarada) 4 - = 


6 Vagisvari fg - : 


7 Agni 4 


8 GaneSa 4 
(Vakratunda) 


red lotus 
on a boat 


Siva’s lap 


—= 


red lotus 


Arms Colour Posture Seat/Mount Attributes 
(R) sword; (L) shield 


R skull (filled) with 


blood, goad, arrows; 


L spear/trident, 
noose, bow 

R wish(-granting 
gesture), rosary; 

L (gesture of) 
protection, 
manuscript 

Gir: R rosary; 

L manuscript 

Siva: R wish 
(-granting gesture), 
rosary; 

L fawn, manuscript 
R rosary, axe; 

L manuscript, deer 


blue lotus 


R wish(-granting 
gesture), svastika; 
L (gesture of) 
protection, spear 
R wish(-granting 
gesture), goad; 

L (gesture of) 
protection, noose 


Remarks 


personification 
of evil 

personification 
of vital energy 


associated with 
srstinydsa; 
same attributes 
as 40 


associated with 
sthitinydsa; 
with Siva 


associated with 
samhadranydsa; 
cf. also 107 

in intercourse 
with Vagisvara 


cf. also 106 
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(Unmatta-) 
Ucchistaganesa 
Ucchistaganesa 


(Sakti-) Ganega 


Laksmiganesa 


Trailokyamohana- 10 


(kara)ganesa 


Haridraganesa 
(Ratriganesa) 

Kali (Daksina- 
kalika, Syama) 
Sumukhi 
(Ucchistacandalint) 
(Ugra-) Tara | 
(Ekajata) 

Tara 2 (Ekajata) 
Nilasarasvati | 


Nilasarasvatl 2 
Tara 3 


Tara 4 


4 


4 


2 


> 


{> 


red 


yellow 


dark 


red 


dark 


white 
dark? 


dark? 


seated 


standing 


(white) seated 


(red) 


seated 


lotus 


reddish lotus 


golden throne 


corpse 


chest of corpse on white 
lotus 


animal 
corpse (boat?) 


goose 


red throne 


R goad, vessel with modakas; L noose, 
tusk 
R arrows, goad; L bow, noose 


R goad, rosary; L noose, tusk; trunk: 
modaka 

LaksmiganeSa: R tusk, conch; L (ges- 
ture of) protection, wheel; trunk: golden 
vessel 

Laksmi: lotus 
Trailokyamohana(kara)ganeSa: R mace, 
fruit of the citron tree, tndent, wheel, 
lotus; L bow, (blue) lotus, noose, rice 
shoot, tusk; trunk: vessel with jewels 
Wife: lotus 

R goad, modaka; L noose, tusk 


R sword, wish(-granting gesture); 
L head, (gesture of) protection 
R sword; L skull 


R sword, blue lotus; L skull, scimitar 


R scimitar; L skull 
R spear/trident, sword; L bell, head 


R scimitar, trident; L skull, liquor cup 
R vessel, wish(-granting gesture), rosa- 
ry, flower-garland; L lotus, (gesture of) 
protection, noose, spear 

R rosary, wish(-granting gesture); L 
drinking vessel, (gesture of) protection 


same attributes as 14 


in intercourse with 
naked wife 
with wife 


embraced by Laksmi 


embraced by his wife 
who 1s seated on his lap 


same attributes as 9 


cf. also 89 


crushing animal under 
feet 

four faces; sattvika- 
dhyana 


rajasadhydadna 
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Chinnamasta 


Savari 
Svayamvara 
(Parvati) 
Madhumati 


Pramada and 
Pramoda 

Bandi 
Vatayaksini 
Yaksini, 
Madanamekhala 
Yaksini 

and Visala Yaksini 
Varahi 

(Vartali) 
Dhimavati 
(Jyestha) 
Karmmapisacini 


Sitala 
Svapnesvari 
Matangi 
Banesi 


2 
2 
2 (?) 


4 


2 (?) 


4 (?) 


2 (7) 


(dark) 


on Rati and Smara 


raised seat 


standing — 


seated 


throne (made) of jewels 
and gold 


jewelled throne 


jewelled throne 


crow 
funeral pyre 


golden throne 


jewelled throne on lotus 


R axe, ladle, sword, spear/trident, pes- 
tle, scimitar, thunderbolt, noose, mace; 
L_ wish(-granting gesture), gesture 
of protection, PaSupati’s (weapon), 
plough, javelin, spear, trident, “weapon 
of destruction,” skull-topped staff 

L own head 


R arrow; L bow 
garland of madhika (flowers) 


R betel leaf; L blue lotus 


R wish(-granting gesture); L (gesture 
of) protection 

R nectar vessel; L lotus 

R areca nut; L betel leaf 


R noose, hammer; L goad, spear 


beads of bone threaded with human 
intestines 

R broom; L winnowing fan 

R wish(-granting gesture), lotus; 

L (gesture of) protection, lotus 

lute 

R arrow, goad; L bow, noose 


nine faces; 
famasadhydna 


with 
Varnini 


Dakini and 


before Siva, with friend 


in vata tree 


cf. also 58—60 


cf. also 49 
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43 


54 


KameSvari 
(Tripura) Bala | 


Bala 2 
Bala 3 
Bala 4 
Bala 5 
Bala 6 
Bala 7 
Bala 8 
Bala 9 
Matangi 


(Laghusyama) 
Annapurna 


Trailokyamohini 


Gauri 
Jyesthalaksmi 


Bhimi and 


Sri/Laksmi 


Kubera 


> 


r 


golden-— 


red 


red 


seated 


red lotus 


lotus 


jewelled throne 


seat 


lotus 


jewelled throne 


R goad, arrow; L noose, sugarcane bow 
R rosary, wish(-granting gesture); 

L manuscript, (gesture of) protection 

R fruit of the citron tree; L lotus 

R wish(-granting gesture), nectar ves- 
sel; L (gesture of) protection, manu- 
script 

R wish(-granting gesture), nectar ves- 
sel; L (gesture of) protection, manu- 
script 

R goad; L noose 

R rosary, gesture of knowledge; 

L manuscript, skull 

R fruit of the citron tree, arrow, goad; 
L skull, bow, noose 

R gesture of text-exposition, rosary: 

L nectar vessel, manuscript 

R goad, rosary; L noose, manuscript 
lute 


R ladle; L golden vessel 


R goad; L noose 


R vessel of money, goad; L vessel, 
noose 


R basket of jewels; L golden vessel of 
money 


same attributes as 3 


same attributes as 43 


same attributes as 42 


cf. 37 


with Bhimi and Rama 
(Sri) described in 53, 
and dancing Siva 


accompanying 50 An- 
napuma and 62 Gopala 
(Hari) 

cf. also 83 


99 
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70 


Pratyangira 1 
Pratyangira 2 
Bagalamukhi 


(Svapna-) Varahi 


Vartali (Varahi) 


Vartali’s retinue: 


Stambhini 
Candoccanda 


Tripurasundari 
(Srividya) 
Gopala (Hari) 


Hanumat | 
Hanumat 2 
Nrhari 1 (Nrke- 
sarin) 


Nrhari 2 (Nara- 
hari, Nrkesarin) 


Nrhari 3 (Nara- 
hari, Nrkesarin) 
Nrhari 4 (Nrke- 
sarin) 


2 dark 
2 dark 
4 golden 
4 dark 
4 dark 
y) = 

) ss 

4 dark 
4 red 

8 red 
2(?) red 

2 golden 
4 white 
4 = 

+ white 
2(?) white 


Govinda (Gopala) 2 dark 


(Trailokyamo- 
hana-) Hari 


R = 


lion 
golden throne 


horse 
corpse on pericarp of 
red lotus 


Sripitha (Sricakra) 
inside jewelled pavilion 


red eight-petalled lotus 
on jewelled throne 
Garuda 


R sword; L shield 

R sword; L spear/trident 

R hammer, thunderbolt; L noose, (ene- 
my's) tongue 

R sword, goad; L shield, noose 

R pestle, wish(-granting gesture); 

L plough, (gesture of) protection 


R wish(-granting gesture); L pestle 
R skull; L plough 
R rattle drum, skull; L snake, trident 


R flower arrow, goad; L sugarcane bow, 
noose 

R lotus, wheel, arrow, flute; L sugarcane 
bow, noose, goad, lute 

afjali gesture 

R wish(-granting gesture), wheel (upper 
hand); L (gesture of) protection, bow 
(upper hand) 

R wish(-granting gesture), wheel (upper 
hand); L (gesture of) protection, bow 
(upper hand) 

R wheel, lotus (upper hand); L conch, 
mace (upper hand), 


flute 


R flower arrow, lotus, goad, conch; 
L sugarcane bow, mace, noose, wheel 


cf. also 32 


with Bhimi and 
Laksmi 


embraced by Laksmi; 


cf. also 108 


surrounded by ten ava- 
tdras, cf. also 108 


— 


embraced by Laksmi 
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71 
72 
73 
74 
75 


76 


77 


78 


79 


80 


81 


82 


83 


Krsna (Rukmini- 2 


golden 


vallabhahari) 

Hari 1 (Krsna) 2?) - 
Hari 2 (Krsna) 2(?) - 
(Sutaprada-) Krsna 2 (7?) 
Paksiraja 2 
(Garuda) 


Siirya (Ravi) 4 


Mangala 4 
Guru 2 
Sukra 2 


(Veda-) Vyasa 2 


Mahamrtyumjaya 8 


Maheé§a (Siva) 10 
Dhanada (Kubera) 2 


Bhagirathi (Ganga) 4 


red 


white 


dark 


white 


seated 


seated 


seated 


seated 


red lotus 


ram 


white lotus 
yoga seat 


lotus 


aerial chariot drawn by 
men 
sea monster 


Krsna: R golden staff; L embracing 
Rukmini: lotus 

eating curd, butter, milk rice 

R wish(-granting gesture); L (gesture 
of) protection 

R wish(-granting gesture), lotus (upper 
hand); L (gesture of) protection, lotus 
(upper hand) 

R spear/trident, wish(-granting gesture); 
L mace, spear 

R scattering jewels, gold, garments; 
L on heap of jewels (and gold and 
garments) 

R gesture of text-exposition; L distribut- 
ing garments, jewels, gold 

R gesture of text-exposition; L on left 
knee 

lowermost pair of hands: holding water 
vessel in lap 

third pair from top: water vessel 
second pair from top: sprinkling water 
on head 

uppermost pair: (R) rosary, (L) deer 

R rosary, wish(-granting gesture); 

L vessel, (gesture of) protection 

R wish(-granting gesture); L mace 


R wish(-granting gesture), lotus; 
L (gesture of) protection, vessel 


embracing Rukmini 


as five-year old boy 
as child 
with Arjuna 


with Parvati 


only four attributes; five 
faces; with Amba 
cf. also 54 


89 
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85 Manikarnika 4 white — - R garland of blue lotuses, afijali gesture; - 
L fruit of the citron tree, afjali gesture 


86 Kartaviryarjunal! 1000 red - war-chariot R 500 arrows; L 500 bows _ 
87 Kartaviryarjuna2 1000 - - - - obstructing water 
current 

88 Kalaratri(Maya) 4 red ~ - R staff, wish(-granting gesture); - 
L linga, universe 

89 Mahakali 10 dark - - R sword, wheel, arrows, head, conch; _ ten faces and ten legs; 
L mace, bow, iron club, spear/trident, cf. also 15 
bhusundi 

90 Mahalaksmi 18 ~—s red - lotus R rosary, lotus, arrow, sword, thunder- _ crushing buffalo (under 


bolt, mace, sudarsfana (wheel), vessel, her foot) 
conch; L axe, bow, staff, spear, shield, 
bell, liquor vessel, spear/trident, noose 


91 Mahasarasvati 8 white - - R conch, pestle, wheel, arrow; L bell, — 

spear/trident, plough, bow 
92 Kukkuta ~ golden — Gauri’s hand, or: lotus) — ~ 

held in Gauri’s hand 
93 (Maha-)Sastr1 2(?) — - horse - on Raivata mountain 
94 (Maha-)Sastr2 2 - _ (noose and) staff = 
95 Nilakantha 4 white seated — R_ wish(-granting gesture), touching with Parvati, GaneSa 
(MaheSvara) Gane§a's face; L (gesture of) protection, and Guha 

touching Guha 

96  Daksinamiurti 4 ~ seated -— R wish(-granting gesture), gesture of — 


knowledge; L axe, deer 


97  Harihara 4 white/ — — (R) snake, trident (= Hara); (L) conch, — 
dark lotus (= Hari) 
98  Ardhanarisvaral 4(?) — ~ - (R) nectar, vessel of plenty (or: nectar- cf. also 99 and 104 
filled vessel) (or: trident?) (= Siva): 
(L) noose, goad (= Parvati) 
99 Ardhanarisvara2 4(?) — — ~ as in 98? cf. also 98 and 104 


100 Yama 2 dark seated buffalo staff _ 
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107 


108 


Citragupta 
Asuri Durga 


Svamakarsana- 
bhairava 
Ardhanarisvara 
Laksmihari 
GaneSsa 
(Saktivinayaka) 


Sarada 


Nrsimha 


9) = 
4 white 
4 golden 
as red/ 
golden 
8 dark/ 
golden 
4 red 
10 ~_—white 
2(?) - 


seated 


| 


seated 


seat 
lotus 


golden throne 


writing (instrument) 

R wish(-granting gesture), spear/trident; 
L (gesture of) protection, goad 

R golden vessel, wish(-granting ges- 
ture); L trident, rattle drum 

R_ wish(-granting gesture), rosary (= 
Siva): L noose, goad (= Parvati) 

R conch, wheel, mace, lotus (= Hari); 
L vessel, mirror, lotus, manuscript (= 
Laksmi) 

GaneSa: R goad, wish(-granting ges- 
ture); L trident, (gesture of) protection 
Consort: red lotus 

R conch, axe, skull, rosary, (nectar) ves- 
sel; L wheel, (deer,) trident, manuscript, 
lotus, 


with consort 


cf. also 98 and 99 


embraced by beloved; 
cf. also 8 


five faces (white, yel- 
low, dark, white, red); 
cf. also 5 

with Laksmi; cf. also 
67-68 
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1 Papapurusa 71 
2.2 Deities 1-108 
1 Papapurusa 


Text 

... cCintayet papapitrusam / 
daksakuksisthitam krsnam angusthaparimanakam // 1.26 
viprahatyasiroyuktam kanakasteyabahukam / 
madirapanahrdayam gurutalpakatiyutam // 1.27 
papisamyogipaddvandvam' upapatakaromakam | 
khadgacarmadharam dustam adhovaktram suduhsaham // \.287 


Translation 

..-One should think of the Evil Man, who is in the right (side of one’s) belly, 
is dark, is the size of a thumb, is endowed with “the killing of a Brahmin” as 
(his) head, has “the stealing of gold” as (his) arms, “the drinking of liquor” as 
(his) heart, “(the defilement of) the preceptor’s bed” as (his) hips, “the being 
in contact with those who are guilty (of these offences)” as (his) two feet, the 
minor offences (upapataka) as body hair, who holds a sword and a shield, is 
evil, has (his) face (bent) downwards (and) is very hard to endure. 


Attributes 
(R) sword; (L) shield 


Remarks 

Forms 1-7 are visualized during the Tantric practitioner’s daily rituals. Their 
descriptions appear in chapter 1 of the MM, while the descriptions of the indi- 
vidual deities for worship begin with form 8 in chapter 2. 

The Evil Man (papapurusa),° whose body parts are the five great offences 
(mahap@taka) and the minor offences (upapdataka), is a personification of evil. 
The five great offences are listed in Manusmrti 11.54 as: 1) the killing of a Brah- 
min (brahmahatya), 2) the drinking of liquor (surdpdna), 3) the theft (steya) of 
(a Brahmin’s) gold, 4) intercourse with the preceptor’s wife (gurvarigandgama) 
and 5) contact (samsarga) with those guilty of these offences. The minor of- 
fences are listed in Manusmrti 11.59-66. 


1 With LU, °padvandvam B. 
2 Metre 1.26—28: Anustubh. 
3 The form °pdrusa in the Sanskrit text is a metrical variant of ° purusa. 
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Even though he is not a deity for worship, the Evil Man is included here 
since he is described with iconographic details. He holds the sword and the 
shield, which most likely should be assigned to his right and left hands respec- 
tively (cf. the distribution of these attributes in descriptions 55, 58 and 90). 
The visualization of the Evil Man forms part of the expiatory (“sin destroy- 
ing’) aghamarsana rite in the twilight (samdhya) ritual performed by smarta 
Brahmins. References to pdpapurusa are also found in the Vivarana commen- 
tary on the PS, p. 228, 21—22 and in Nibandha texts, such as KaSinatha’s Dhar- 
masindhu (written 1790/91), p. 542, 21-22. According to the Dharmasindhu, 
the performer takes some water in his right palm, consecrates it by reciting the 
aghamarsana verses (Rg-Veda 10.190.1—3), and causes the Evil Man, who is 
visualized as residing inside his belly, to leave his body through his right nos- 
tril. Papapurusa is then projected onto the water in his right palm, which 1s then 
poured on the ground. This ritual continues to be performed by Brahmins up to 
the present day. 

The description of the Evil Man as part of the Tantric twilight (samdhyd) 
rite appears in texts such as Raghavabhatta’s commentary on ST 4.27, p. 250, 
8-13, Devibhagavata-Purana 11.8.10-12* and SVT 2, p. 861, 5—7. The latter 
two texts state that the Evil Man is located in the /eft side of the belly. In the 
Tantric ritual the Evil Man is visualized as part of the rite of the purification of 
the (performer’s bodily) elements (bhiuitasuddhi), and is destroyed in the ritual. 
According to the MM the Evil Man is visualized, then dried out and burnt with 
the help of the repetition of special seed syllables. Instructions, along with an 
interpretation of the contemporary Tantric rite, can be found in Saraswati 1984: 
99. STN 4.30 (quoting “‘the Paficaratra”) places the description of the Evil Man 
directly before that of his counterpart, the Virtuous Man (punyapurusa). 

T does not provide a drawing of the Evil Man, since he is not considered a 
deity. A contemporary line-drawing (= /) reproduced from Saraswati 1984: 85, 
shows the demon-like Evil Man, dark-coloured and with his hair standing up, 
holding an axe (instead of the sword) in his right hand and a shield in his left. 


2 PranaSakti 
Text | 
pasam capasrkkapale srnisun 


chilam hastair bibhratim raktavarnam / 


4 The passage is very similar to the one in the MM. 


2 Pranasakti 73 


raktodanvatpotaraktambujastham 
devim dhyayet pranasaktim trinetram // 1.61° 


Translation 

One should meditate on the goddess PranaSakti, who holds with (her) hands a 
noose, a bow, a skull (filled) with blood, a goad, arrows, (and) a spear/trident, 
who is a red colour (and) is on a red lotus on a boat in the Ocean of Blood. 


Attributes 
R skull (filled) with blood, goad, arrows; L spear/trident, noose, bow 


Remarks 

The goddess PranaSakti, the personification of vital energy, is employed in two 
ritual contexts. She is visualized in the Tantric ritual of @tmaprdanapratisthd, in 
which the practitioner, having destroyed his old body in the nitual, infuses life 
into his newly created body. In the context of smdrta ritual, however, the priest 
visualizes and invokes the goddess before infusing the icon (marti) of a deity 
with life (prdnapratistha). After the pranapratisthd ritual the icon is considered 
identical to the deity and fit for worship. 

Mahidhara’s autocommentary lists three attributes to be assigned to the 
goddess’s right hands: the skull, the goad and arrows; and three to her left 
ones: the noose, the bow and the spear/trident. Mahidhara does not comment 
on their exact position. If we follow the order in the list, the pairs of attributes 
do not appear in opposing hands as one would expect them to. On the basis of 
other deity descriptions in the MM, I reconstruct the sequence: the skull, the 
goad and arrows (right), the spear/trident, the noose and the bow (left). This 
interpretation corresponds to the one in MaheSvaranandanatha’s commentary 
Saubhagyanandasamdoha, p. 55, 15 on Paramanandatantra 6.54—-56 and is 
close to the one in Raghavabhatta’s commentary, p. 838, 24—25 on ST 23.85.° 
The goddess holds two enchanting attributes: the bow 1s specified as a sugar- 
cane bow in the PS and the ST, and in the PS the arrows are specified as five 
(flower) arrows, attributes typically associated with the love god (Kamadeva). 
The pair of attributes, the spear/trident — the skull cup filled with blood, are 
associated with the fierce aspect of Siva. The pair of attributes, the goad — 
the noose, often found with Siva, Parvati and GaneSa, is connected to the 
rite of magical subjugation (vastkarana). The fierce aspect of the goddess is 


5 Metre: Salini. 
6 According to Raghavabhatta, the spear/trident is in the right hand and the skull in the left. 


Ta 1 T 4 , =) 
"tis | = a 
| | ] { | @ . \ i. i i Lae Co = = , 7 F ] 5 a 
ss ] 7 1 | i 4 i : + * j i 1 7 | 
7 | | a_i a 7 | = | laws = | 
Wy i 1 F tL } 


74 2 The Deity Descriptions 


also suggested by the Ocean of Blood which surrounds her. Bhaskararaya 
Makhindra’s Trcabhaskara (composed in 1708), pp. 84, 18 — 85, 25 and STN 
1.84 (quoting the PS) read “the rosary” (maniguna) instead of “the trident” 
(guna); the rosary is also seen in the painting of Pranasakti from Mysore 
discussed below. 

Similar descriptions of PranaSakti appear in a number of texts, such as PS 
35.77 and ST 23.85 (quoted in Devibhagavata-Purana 11.8.19, PSSS, p. 851, 
6-9 and SVT 1, p. 526, 22-23). In contrast, TR 13.70—72 describes a different 
two-armed form of the goddess holding “life” (prastinapinda) and the noose. 
The ritual of the prdnapratisthd and the different descriptions of PranaSakti are 
addressed in detail in Biihnemann 199 1a. 

PranaSakti’s iconography is very similar to that of Vajraprastarini/ 
Vajraprastavini,® except that Vajraprastarini holds the fruit of the citron 
tree (bijdpiira), or, according to the PS, the pomegranate, instead of the 
trident. Daksinamirti-Samhita 17.2 calls the goddess Vajresi’? and, in the 
colophon in chapter 17, Cakraprastavini, which is most likely a misreading of 
Vajraprastavini. 

PranaSakti’s attributes in the line-drawing found in T1, p. 73 and T2, p. 
13 (= 2a) correspond to the description in the MM. In addition, T shows five 
flower arrows and a sugarcane bow. The sequence of the attributes in the 
goddess’s hands is inaccurate, since the goad and the skull (right) and the 
trident and the noose (left) are shown in opposing hands instead of the pairs, 
the goad — the noose and the skull — the trident. This indicates that the artist 
was not knowledgeable about iconographic conventions. The standing posture 
Glidha is portrayed by showing one leg advanced with a bent knee and the other 
leg retracted. The goddess stands on a lotus which is on a boat in the ocean, 
as specified in Mahidhara’s commentary. The second drawing, reproduced 
from Saraswati 1994: 29 (= 2b) and based on Devibhagavata-Purana 11.8.19, 
shows the pairs of attributes held in opposing hands; however, the attributes 


7 The verse is quoted in SVT 2, p. 831, 30-33, SR 2.24.54, Trcabhaskara, p. 84, 14-17 and 
STN 1.84. The STN erroneously attributes it to the ST. In my earlier paper, Biihnemann 
1991a: 356, I chose the reading aligunam — “‘a (bow) string (made) of bees” found in the 
PSSS and the SR instead of the reading atha gunam found in the description of the goddess 
in the PS. I now prefer to read atha gunam and take guna in the quite common meaning of 
“a trident.” If.we follow this interpretation, the description in the PS agrees with the ones 
in the ST and the MM. 

8 Cf. the descriptions of the goddess in PS 13.70-71 and ST 10.80, the latter quoted in TS, 
p. 91, 5-8 and STN 1.119; cf. also the descriptions in the Mantrapada inserted into the ISP, 
chapter 23.27, Daksinamiirti-Samhita 17.6-8 and SR 2.24.56—-57. 

9 The name is erroneously printed as Vrajresi. 


3 Gir 1 (Sarasvati) 75 


that should be held in the right hands are in the left ones. The goddess is seated 
in the lotus posture (padmdsana) on a lotus in the ocean. The painting (= 2c) 
from the illustrated manuscript of the STN, no. SA. 852, folio 40a, preserved 
in the Oriental Research Institute of the University of Mysore, shows five 
flower arrows, the rosary (maniguna) — following the reading of the STN 
discussed above — and the skull in the goddess’s nght hands, and the sugarcane 
bow, the noose and the goad in her left hands. The weakness of the artist’s 
interpretation is that the pairs of attributes, the goad — the noose and the rosary 
— the skull, are not found in opposing hands, but in hands on the same side of 
the goddess’s body. 


3 Gir | (Sarasvati) 


Text 
paficaSadarnai racitangabhagam 
dhrtendukhandam kumudavadatam / 
varabhaye pustakam aksasitram 
bhaje giram samdadhatim trinetram // 1.81'° 


Translation 

I worship the (goddess of) speech, whose body is constituted of the fifty sylla- 
bles (of the Sanskrit alphabet), who bears the moon digit, is the white (colour) 
of the white lotus, (makes) the wish(-granting gesture) and the (gesture of) pro- 
tection, holds a manuscript (and) a rosary (and) has three eyes. 


Attributes 
R wish-granting gesture, rosary; L gesture of protection, manuscript 


Remarks 

Visualizing the goddess of speech, Gir or Sarasvati, immediately precedes the 
ritual placing (nydsa) of the syllables of the Sanskrit alphabet (mdtrkd) from a 
to ksa on the devotee’s body (matrkanydsa). The practitioner performs this rite 
after he has infused life in his body (@tmapranapratistha) and visualized the 
previously described goddess PranaSakti (2). The nydsa consists of three parts, 


10 Metre: Upajati. 


76 2 The Deity Descriptions 


presided over by three different forms of the goddess (3-5), who are associated 
with the creation, maintenance and reabsorption of the universe. All of them 
hold Sarasvati’s characteristic pair of attributes, the rosary — the manuscript. 

The above visualization belongs to the first part, the nydsa of creation 
(srsti). The devotee visualizes the goddess of speech in the lotus of his heart. 
The goddess is also called lady of speech (vdgiSi, vagiSvari), goddess of 
speech (vdgdevatd) or goddess of the alphabet (lipidevi), since her body is 
composed of the alphabet. In his autocommentary Mahidhara states that the 
wish-granting gesture and the rosary are the attributes in the goddess’s night 
hands; the manuscript and the gesture of protection are the attributes in her left 
ones. Their exact position is not indicated. On the basis of other descriptions in 
the text, I assume that the pair of gestures and the pair of attributes, the rosary 
— the manuscript, are assigned to opposing hands. The MM’s description 
of the goddess differs slightly from the one in ST 6.4 (quoted in TS, p. 70, 
10-12). There the goddess holds the nectar-filled vessel, the manuscript," 
the rosary and makes a gesture. The description is based on PS 7.3, which 
lists the attributes as aksasrakkumbhacintalikhitavarakaram. The text can be 
interpreted with Nityotsava, p. 73, 27 as describing the goddess holding the 
rosary, the vessel, the manuscript (cintalikhita) and the wish-granting gesture 
(vara); or, with PSSS, pp. 22, 24 — 23, 1, holding the rosary, the vessel, the 
gesture of knowledge (cinta) and the manuscript (likhita); here vara would 
mean “most excellent” and modify the manuscript. The goddess’s attributes 
are the same as those of the goddess (Tripura) Bala (40); their body colours, 
however, differ. 

The Mysore-style drawing (= 3) reproduced here from a lithograph in Rao 
1988-1992, volume 6: 253, shows Sarasvati on a lotus seat, holding the previ- 
ously mentioned pairs of attributes in opposing hands. The wish-granting ges- 
ture, however, is made with the left hand and the gesture of protection with 
the right. This pattern seems to follow a South Indian iconographic tradition, 
recorded by Jouveau-Dubreuil 1937: 128-129. 


11 According to Raghavabhatta’s commentary, p. 358, 24 on ST 6.4, the goddess does not hold 
the manuscript but makes the manuscript gesture (pustakamudra) by directing the fist of her 
left hand towards herself. 


4 Gir 2 (Sarasvati) Ti 
4 Gir 2 (Sarasvati) 


Text 

upavistam vallabhanke dhyayed devim ananyadhih // 1.93cd 
mrgabalam varam vidyam aksasitram dadhat karath / 
malavidyalasaddhastam vahan dhyeyah Sivo giram // 1.94! 


Translation 
One should meditate with concentrated mind on the goddess, who sits on her 
lover’s lap. 

Siva should be meditated on as holding with (his) hands a fawn, (making) 
the wish(-granting gesture), (holding) a manuscript and a rosary and supporting 
the goddess of speech (Gir), whose hands shine with a rosary and a manuscript. 


Attributes 
Siva: R wish-granting gesture, rosary; L fawn, manuscript 
Gir: R rosary; L manuscript 


Remarks 

This second form of the goddess of speech is also called Visvapalini, “the 
protectress of the universe.” This is because the visualization forms part of 
the nydsa of maintenance (sthiti), the second part of the previously described 
matrkanyasa. In contrast to the preceding form of Gir, this one has only two 
arms, which hold the rosary and the manuscript. Sarasvati, usually the consort 
of Brahma, whose characteristic pair of attributes, the rosary — the manuscript, 
she holds, appears here on Siva’s lap. According to the above description 
Siva holds four attributes, including the characteristic fawn, and the goddess 
holds two. Each holds the pair, the rosary — the manuscript. ST 6.30 provides 
a description of Varnesvari and Vallabha similar to this one. !° 


12 Metre 1.93cd-94: Anustubh. 

13. The text in the two printed editions I have used is corrupted. Raghavabhatta’s commentary 
printed in the edition by Mukund Jha Bakshi, Varanasi 1934, p. 200, 33-35 gives the cor- 
rect interpretation of the ST verse: dyudhadhyanam ardhvadi / dakse aksam4lavarau vame 
mrgapotavidye iti Sive / uktam ca padmapdadacaryaih “vardksasitramrgapustakadharam 
devam” iti /varnamalam aksamalam iyam dakse / vidya vame. “The visualization of the at- 
tributes begins with the upper (hands). In the case of Siva, the rosary and the wish(-granting 
gesture) are in (his) right (hands), the fawn and the manuscript in (his) left ones. It was also 
said by the teacher Padmapada: ‘The god (makes) the wish-granting (gesture) (and holds) 
the rosary, the deer and the manuscript.’ ‘Varnamala’ (in ST 6.30d, speaking of the god- 
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5 Gir 3 (Sarada) 


Text 
aksasraktankasarangavidyahastam trilocanam / 
candramaulim kucanamram raktabjastham giram bhaje // 1.97'* 


Translation 

I worship Gir, whose hands (hold) a rosary, an axe (tarika),'> a deer and a 
manuscript, who has three eyes, (bears) the moon (digit) on (her) head, is bent 
down by (the burden of her heavy) breasts (and) is on a red lotus. 


Attributes 
R rosary, axe; L manuscript, deer 


Remarks 

The visualization of the third form of the goddess Gir/Sarasvati, who is also 
called Sarada, belongs to the third part of the matrkdnydsa, the nydsa of 
reabsorption (samhdra). In addition to the pair of attributes, the rosary — the 
manuscript, which is also held by forms 3 and 4, the goddess carries the pair, 
the axe — the deer, usually held by Siva. Mahidhara’s commentary assigns 
the rosary and the axe to her right hands and the deer and the manuscript 
to her left ones. Their exact positions remain unexplained. Since the rosary 
and the manuscript and the axe and the deer form pairs, I have listed them 
accordingly. This is in accordance with the distribution of attributes indicated 
by Raghavabhatta, p. 367, 19-20, who comments on ST 6.33. The ST verse 
(quoted in TS, p. 71, 9-11) provides a similar description of the goddess, called 
Varnesvari. The red goddess is seated on a (white) lotus. A similar form called 
Sarada is described later in 107; here, the goddess is five-faced, ten-armed and 
visualized during the nydsa rite on the six body parts (sadanga). In addition to 
the above-mentioned attributes, she holds six extra ones. 


dess) means ‘aksamaild’ (rosary). It is in (her) right (hand). The manuscript 1s in (her) left.” 
Padmapada is believed to have authored the Vivarana commentary on the PS. The citation 
can be found in PS, p. 105, 15-16. 

14 Metre 1.97: Anustubh. 

15 Mahidhara’s commentary defines farika as an axe (parasu), not a chisel; so does Ra- 
ghavabhatta’s commentary, p. 367, 19 on ST 6.33. 


6 Vagisvari 79 
6 Vagisvari 


Text 

Sayydgatam rtusnatam nilendivaradharinim / 

devena bhujyamanam tam smrtva'® tadyonimandale / 1.123 
iSaretodhiya vahnim sthdpayed Gtmasammukham // 1.124ab"" 


Translation 

Having recollected (VagiSvari) on a couch, who has bathed after her period, 
holding a blue lotus (and) being enjoyed sexually by the god (VagiSvara), one 
should build the fire, thinking of it as the lord’s semen, in front of oneself in the 
circle of the (fire pit’s/the goddess’s) womb. 


Attribute 
blue lotus 


Remarks 

Vagisvara (Siva) and Vagisvari (S akti), lord and lady of speech, are worshipped 
on the pedestal (pitha) of the fire pit in the context of the Tantric fire ritual 
(homa).'® The fire, identified with the semen of Vagisvara, the lord of speech, 
is placed into the fire pit, which is identified with the womb of VagiSvari, the 
lady of speech. A similar description of Vagiévari is found in ST 5.10cd—1 lab; 
in the ST, however, the goddess is the colour of a blue lotus, while Mahidhara 
makes the blue lotus her attribute. The iconography of the above-described V4- 
giSvari distinctly differs from that of Gir/Sarasvati in descriptions 3-5. 


7 Agni 


Text 
trinetram Graktatanum suSukla- 

vastram suvarnasrajam agnim ide / 
varabhayasvastikaSaktihastam 

padmastham akalpasamihayuktam // 1.146"? 


16 smaret MMA. 

17 Metre 1.123—124ab: Anustubh. 

18 See D. Bhattacharya 1984: 194—202 for details on the Tantric rite of generating fire. 
19 Metre: Upajati. 
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Translation 

I praise Agni, who has three eyes, whose body is reddish, who (wears) a very 
white garment (and) a golden garland, whose hands (make) the wish(-granting 
gesture and) the (gesture of) protection, (and hold) a svastika and a spear, who 
is on a lotus (and) is endowed with a number of ornaments. 


Attributes 
R wish-granting gesture, svastika; L gesture of protection, spear 


Remarks 
The description of Agni, the god of the (sacrificial) fire and guardian of the 
south-eastern direction, appears in the context of the mental worship of Agni, 
forming part of the Tantric fire ritual (homa). He 1s the last deity presented in the 
introductory chapter 1 of the MM. The deity holds the auspicious svastika sym- 
bol as his special attribute. The svastika also appears as the characteristic mark 
of fire in ST 1.23cd. This text describes the symbolic shape of the element (bhi- 
tamandala) fire, which is a red triangle with a svastika. Similar descriptions 
of Agni appear in PS 6.89 (quoted in SR 2.25.16), ST 5.34 and Daksinami- 
rti-Samhita 61.75-76ab (quoted in SVT 1, p. 238, 25-26). In contrast to Mahi- 
dhara’s instructions, Raghavabhatta’s commentary, p. 320, 22-23 on ST 5.34 
assigns the svastika to the upper left hand and the spear to the upper right. Ac- 
cording to PS 32.6 and ST 22.102, Agni holds the sacrificial ladle (sruva) in- 
stead of the svastika. The ladle and the svastika are among the attributes of an 
eight-armed form of Agni who holds several implements for the fire sacrifice. 
This form is described in PS 16.38 (quoted in PSSS, p. 420, 11-12) and ST 
14.95 as holding a spear, a svastika, darbha grass, a rosary, a small wooden la- 
dle (sruc), a large ladle (sruva) and making the gestures of wish-granting and 
protection. PS 16.27 (quoted in PSSS, p. 418, 9-10) describes a six-armed form 
of Agni. 

The drawing in T1, p. 74 and T2, p. 30 (= 7) shows Agni on a lotus which 
rests on a throne. The attributes correspond to the MM’s description. 


8 GaneSa (Vakratunda) 
Text 


udyaddineSvararucim nijahastapadmaih 
pasankusabhayavaran dadhatam gajasyam | 


8 GaneSa ( Vakratunda) 81 


raktambaram sakaladuhkhaharam ganesSam 

dhydyet prasannam akhilabharanabhiramam // 2.67° 
Translation 
One should meditate on Gane§a, who is the colour of the rising sun, who holds 
with his lotus-like hands a noose, a goad, (and makes the gesture of) protec- 
tion (and) the wish(-granting gesture), who has an elephant’s face, (wears) a red 
garment, removes all suffering, is gracious (prasanna) (and) handsome with all 
kinds of ornaments. 


Attributes 
R wish-granting gesture, goad; L gesture of protection, noose 


Remarks 

Chapters 2—19 of the MM form the main part of the text and include mantras, 
“meditation verses” (dhyana), yantras and rituals connected to the worship 
of specific deities. The section begins with descriptions of various forms of 
GaneSa or Ganapati, the deity of auspicious beginnings. The MM presents 
eight different forms of Ganesa (8-14, 106), while the earlier compendium 
PS addresses only three types of GaneSa, namely a (four-armed) Ganapati, 
Mahaganapati and Ksipraprasadanaganapati. The ST, which is based on the 
PS, introduces seven forms. They are: Ganapati, Mahaganapati, Viriganapati, 
Saktiganapati, Bhogatilola~-Ganapati, Ksipraprasadanaganapati and Heramba. 
The Srividyarmavatantra, which is most likely later than the MM, presents 
fourteen forms. 7! 

The iconographic form described above is known in other Tantric 
texts as Vakratunda, “having a curved trunk,” which is elsewhere also 
an epithet of Ganesa. The Telugu MM labels its drawing of the deity as 
PrasannaganeSa on the basis of the adjective prasanna (“gracious’’) in the 
verse. Based on the heading used in the Telugu MM, which Rao 1914— 
1916, volume 2: 12 cites as “the Mantraratnakara,” Rao 1914~-1916, vol- 
ume 1: 57-58 presents “Prasannaganesa” as a separate iconographic type. 
“PrasannaganeSa,” however, is the same as Vakratunda. The two illustrations 
labelled “Prasannaganesa” in Rao 1914-1916, volume 1, plate XV, which 
were meant to document this iconography type, were incorrectly identified, 


20 Metre: Vasantatilaka. 
21 Fora study of these forms, see Bihnemann 1989. 
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since they hold different attributes, as Rao 1914—1916, volume 1: 58 himself 
States. 

Mahidhara’s autocommentary assigns the wish-granting gesture and the 
goad to the deity’s right hands, the noose and the gesture of protection to his 
left ones. I assume that these pairs of attributes should be assigned to opposing 
hands and have listed them accordingly. The goad and the noose are Saiva 
attributes, held by Siva, Parvati and GaneSa. The above dhyana verse also 
appears without attribution in Varsakrtyadipaka, p. 172, 21-24, in which the 
worship (pija) of GaneSa as part of the observance (vrata) on the fourth lunar 
day (caturthi) of the dark half of the month of Sravana (July/August), called 
the samkastacaturthivrata, is described. The author may have taken the verse 
from the MM. Descriptions of the deity are found in the Mantrapada inserted 
into the ISP, chapter 16.52, PSSS, p. 464, 17-18, SVT 1, p. 260, 14-17 (= SVT 
2, p. 709, 12-15 [quoting the Ganesvaraparamarsini]), NP 1.68.67cd—68ab, 
MT 18.186 (ascribed to “the purvamnaya’’), and the Silpasdstra texts, DMP 
8.25 and RM 5.18. Mantras and Tantric rites connected to Vakratunda are 
described in detail in Biihnemann 1989: 99-105. The MM provides a similar 
form of GaneSa (cf. 106) accompanied by a consort (Saktivinayaka) in the 
context of the ganeSamatrkanydsa, a special nydsa rite for depositing the 
letters of the alphabet (mdtrkda), along with Ganesa’s names, on the devotee’s 
body. Except for the presence of the consort and the attribute guna, “the 
trident,” the forms are identical. 

The drawing in T1, p. 75 and T2, p. 43 (= 8) shows the deity standing with 
the four attributes transposed. In assigning the wish-granting gesture to the left 
hand and the gesture of protection to the right, the artist may have followed a 
South Indian iconographic tradition recorded in Jouveau-Dubreuil 1937: 128- 
129 (see also illustration 3 of Sarasvati). In the earlier drawing of Agni (7), how- 
ever, the artist did not follow this tradition but rather Mahidhara’s instructions. 
An eighteenth-century bronze of Vakratunda from Gujarat, which corresponds 
to the description in the MM, was identified by Mehta 1947-1948: 26 and is 
reproduced in plate 6 of his article. 


9 (Unmatta-) Ucchistaganesa 
Text 


caturbhujam raktatanum trinetram 
pasankusau modakapatradantau / 


9 (Unmatta-) Ucchistaganesa 83 


karair dadhadnam sarasiruhastham 
unmattam ucchistaganeSam ide // 2.3477 


Translation 

I praise the intoxicated (unmatta) UcchistaganeSsa, who has four arms, whose 
body is red, who has three eyes, who holds with (his) hands a noose, a goad, a 
vessel with modakas and (his) tusk (and) is on a lotus. 


Attributes 
R goad, vessel with modakas; L noose, tusk 


Remarks 

Descriptions 9 and 10 present two forms of UcchistaganeSa, “the Ganesa 
(fond) of (something) polluted.” The devotee worships the deity in a rit- 
ually polluted (ucchista)** state, either naked and/or without cleaning his 
mouth after a meal. Such practices are usually connected to the left-handed 
path (vamamarga) of Tantrism. We know of several other deities to whose 
names the term ucchista, “polluted,” is prefixed, and who are worshipped 
in a ritually impure condition. Kularmavatantra 7.60 and 8.28 mentions 
Ucchistamatangt and Ucchistabhairava; MMA, p. 628, 3—5 briefly refers to 
Ucchistayaksini; Ucchistacandalini is another name of Sumukhi (16) in the 
MM. Mahaganapati/Trailokyamohana(kara)ganesa (13) and Ucchistaganesa 
are important forms of GanesSa worshipped up to the present day. Many 
hymns and mantras of Ucchistaganesa exist. A separate sect of devotees of 
Ucchistaganapati, followers of the left-handed path, is recorded in Ananta- 
nandagiri’s Samkaravijaya, pp. 87, 8 — 88, 23, a text which may date from 
possibly the fourteenth century. This group is said to be one of six sects of 
GaneSa worshippers and to have a subsect that worshipped Heramba. 

Coomaraswamy 1928 classifies the pot-bellied GaneSa as a type of Yaksa. 
This classification can be supported by a mantra found in MM 2.52, which is 
employed while making a bali offering to UcchistaganeSa, and which addresses 
him as the great Yaksa (mahayaksa). 

Iconographic descriptions of the deity vary. Details on forms of the deity 
and their respective mantras are recorded in Biihnemann 1989: 106-115. The 
name UcchistaganeSa is often used in secondary sources on iconography to 
denote a type of Ganesa who is about to have intercourse with a consort (cf. 


22 Metre: Upajati. 
23 TS, p. 296, 12 gives asuci, “impure,” as a synonym for ucchista. 
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also 10 UcchistaganeSa). The original texts, however, describe several forms of 
UcchistaganeSa without a consort. Of the two forms of UcchistaganeSa (9-10) 
presented here, the first type is (Unmatta-) UcchistaganeSa, “the (intoxicated) 
UcchistaganeSa.” The deity is in an intoxicated (unmatta) state and holds 
GaneSa’s characteristic attributes: his favourite modaka sweetmeat in his right 
hand and his broken tusk in the left. Both the tusk and the radish, which is 
most likely the original attribute and is found in Bengal, Nepal and Japan, 
are possibly phallic symbols: the modaka with its womblike shape may be 
thought of as a symbol of the female organ, as Sanford suggests in connection 
with the Japanese worship of Ganesa (Sanford 1991: 312, 324, note 63). 
These two attributes are also held by forms 11 and 14 of GaneSa; 14 holds the 
same attributes and differs only in body colour. TS (2), p. 115, 10-11 gives 
the same dhydna verse as the MM, from which it is most likely borrowed. 
Similar descriptions of UcchistaganeSa also appear in SVT 2, p. 713, 26-27 
and possibly in SR 2.25.56. According to the latter text, the deity is a golden 
colour. 

The drawing in Tl, p. 76 and T2, p. 49 (= 9) corresponds to the MM’s 
description, except that the pairs of attributes, the goad — the noose and the 
modaka plate — the tusk, are not found in opposing hands. A sculpture in the 
Saradadevi Temple, Kaladi, Kerala, reproduced in Rao 1914-1916, volume 
1, plate X (1), also reflects the MM’s description. The attributes are the goad 
(right back hand), the noose (left back hand), the tusk (nght front hand) and 
the single modaka (left front hand). While Mahidhara regularly assigns the 
modaka to the night hand and the tusk to the left, Jouveau-Dubreuil 1937: 43, 
examining South Indian icons, observes that the tusk is held in the right hand 
and the modaka in the left. The sculpture from Kerala may be based on such a 
tradition. 


10 Ucchistaganesa 
Text 
Saran dhanuh paSasrni svahastair 
dadhdnam Graktasaroruhastham | 


vivastrapatnyam. suratapravritam 
ucchistam ambdsutam Gsraye ‘ham // 2.617+ 


24. Metre: Upajati. 
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9 (Unmatta-) Ucchistaganesa 85 


Translation 

I turn to Ucchista(ganeSa), Amba’s (Parvati’s) son, who holds with his hands 
arrows, a bow, a noose and a goad, who is on a reddish lotus (and) is engaged 
in intercourse with (his) naked wife. 


Attributes 
R arrows, goad; L bow, noose 


Remarks 

The second form of UcchistaganeSa, “the GaneSa (fond) of (something) pol- 
luted,” shares the pair of attributes, the goad — the noose, with the preceding 
form. Unlike the previous form the deity is accompanied by his wife, with 
whom he engages in intercourse. This GaneSa is also described in SVT 2, p. 
714, 24-25 (quoting the Sarasamgraha) and PSSS, p. 471, 8-12. Forms of 
GaneSa and his wife or a consort touching each other’s sexual organs have 
different names in various texts. ST 13.86, for example, gives a description of 
Bhogatilola~-Ganapati: “the Ganapati who is eager for sexual enjoyment,” and 
ST 13.70 of Viriganapati: “the Ganapati who(se mantra) is connected to (the 
word) viri.”~> 

There are different beliefs about the marital status of Ganesa. According to 
some local traditions, GaneSa is unmarried, while in others he has one wife or 
one consort, named Sarasvati/Sarada or Durga/Gauri, or two consorts, called 
Rddhi/Buddhi and Siddhi. Tantric texts also name Vallabha (identified with 
Siddhalaksmi) and Pusti as his wives or consorts. The problem of GaneSa’s 
wives was addressed by Cohen 1991 from an anthropological viewpoint 
without reference to Tantric texts. 

The drawing in T1, p. 77, T2, p. 55 (= /0) reflects the description in the MM, 
but shows only one arrow. A sculpture of Uchistaganesa from Nanjangud near 
Mysore reproduced in Rao 1914-1916, volume 1, plate XII, holds the goad and 
a single arrow in his right hands and the noose and the bow in his left hands. A 
consort sits on the deity’s left thigh, but is not having intercourse with the god. 
Several South Indian sculptures show GaneSa and his consort touching each 
other’s sexual organs, e.g., the sculpture from Kumbhakonam reproduced in 
Rao 1914-1916, volume 1, plate XI (2). Their attributes, however, do not cor- 
respond to the MM’s description. I have thus far not come across a sculpture 
showing Gane§a in intercourse with his consort. 


25 For details about these forms of Ganesa, see Buhnemann 1989: 51ff. and 90-91. 
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11 (Sakti-) Ganeéga 


Text 

visanadnkusav7° aksasitram ca pasam 
dadhanam karair modakam puskarena / 

svapatnya*’ yutam hemabhisabharadhyam 

ganesam samudyaddinesabham ide |/ 2.927° 


Translation 

I praise GaneSa, who holds with (his) hands (his) tusk, a goad, a rosary and a 
noose (and) with (his) trunk a modaka, who is accompanied by his wife, (wears) 
in abundance a great number of golden ommaments (and) is the colour of the 
rising sun. 


Attributes 
R goad, rosary; L noose, tusk; trunk: modaka 


Remarks 

Forms 10-13 of Ganesa are accompanied by consorts. Form 11 is explicitly 
named Saktiganeéa, “Ganesa with a consort,” in the descriptions in the MM, 
SVT 2, p. 676, 13-16 (quoting the Sarasamgraha) and MT 18.4445. This form 
holds the common pair of attributes, the goad — the noose, along with the rosary, 
the tusk and the modaka. The latter two attributes are possibly symbolic of the 
male and female sexual organs. It seems that the radish, which is also food for 
elephants, was the original attribute, and was later replaced with the tusk. The 
Puranic stories about GaneSa loosing one tusk in battle is most likely a later 
explanatory myth (Banerjea 1956: 358). Mahidhara assigns the goad and the 
rosary to the deity’s right hands and the tusk and the noose to his left hands. 
I assume that the pair, the goad — the noose, is held in opposing hands, and I 
have listed the attributes accordingly. In contrast to this arrangement, the SVT 
assigns the noose to the deity’s right hand and the goad to his left. The deity’s 
iconography is quite different from Saktivinayaka (106), “the Vinayaka with a 
consort,” even though the name may suggest similarity. The name Saktiganesa 
designates a number of forms of Gane§a with a consort (Sakti), including forms 
of the deity and a consort touching each other’s sexual organs. Such forms are 
described in Biihnemann 1989: 58-62 and 88-89. 


26 With LU, MMA, °naku® B. 


27 ° tnt T2. 
28 Metre: Bhujangaprayata. 
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12 Laksmiganesa 87 


The drawing in T1, p. 78 and T2, p. 60 (= //) shows the deity on a throne, 
erroneously accompanied by two consorts, one sitting on either thigh. The pairs 
of attributes are not held in opposing hands. The rosary and the noose are found 
in his back hands, the goad and the tusk in his front hands. It is unclear whether 
he holds a modaka in his trunk. 


12 Laksmiganesa 


Text 

dantabhaye cakradarau*? dadhanam 
karagragasvarnaghatam™ trinetram /[ 

dhrtabjayalingitam abdhiputrya 
laksmiganesSam kanakdbham ide // 2.101>" 


Translation 

I praise LaksmiganeSa, who holds (his) tusk, (makes the gesture of) protection, 
(holds) a wheel and a conch, who has a golden vessel on the tip of (his) trunk, 
has three eyes, is embraced by the daughter of the ocean (Laksmi), who is hold- 
ing a lotus (and) who (Gane§a) is a golden colour. 


Attributes 

Laksmigane§a: R tusk, conch; L gesture of protection, wheel; 
trunk: golden vessel 

Laksmi: lotus 


Remarks 

LaksmiganeSa, “the GaneSa accompanied by Laksmi,” holds the pair of 
Vaisnava attributes, the conch — the wheel, and appears with Laksmi, who 
is usually Visnu’s consort. The golden vessel, an attribute borrowed from 
Laksmi, indicates prosperity and wealth, as does the presence of the goddess. 
The textual variant vara (“the wish-granting gesture’’) for dara (‘the conch’) 
appears in the edition of the MM from Lucknow (LU) and in the MMA, quot- 
ing the MM. This difference can be explained by the similarity of the letters in 
the Devanagari script. If we choose the vara reading, the wish-granting gesture 


29 °varau LU, MMA. 
30 °gam svarna® LU, MMA. 
31 Metre: Upayati. 
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would form a pair with the gesture of protection, but the pair of attributes, the 
conch — the wheel, would be lost. The autocommentary in the LU edition of 
the MM reads “the conch,” not “the wish-granting gesture,” thereby proving 
that dara, “the conch,” was the original reading. 

A similar description of Laksmigane§a is found in SVT 1, p. 260, 22-25 (= 
SVT 2, p. 674, 13-16 [quoting the Sarasamgraha)). In this text the attributes are 
assigned differently: the wheel and the gesture of protection are in the deity’s 
right hands and the conch and the tusk are in his left ones. The description in 
MT 16.59-60 (ascribed to the daksinadmndya) has a mace instead of the tusk. 
The mantras and rituals connected to LaksmiganeSa and other iconographically 
different forms of the same name are described in Biihnemann 1989: 55-57. 

The drawing in T1, p. 78 and T2, p. 63 (= /2) shows the deity seated 
on a throne. He holds the above-mentioned attributes and is accompanied, 
but not embraced, by a four-armed Laksmi seated on his left side. She has a 
lotus in each of her back hands and makes the gesture of protection with her 
right front hand and the wish-granting gesture with her left front hand. The 
distribution of these gestures most likely follows a South Indian tradition (cf. 
Jouveau-Dubreuil 1937: 128-129) and differs from that of the MM, which 
generally assigns the wish-granting gesture to the nght hand and the gesture 
of protection to the left. 


13 Trailokyamohana(kara)ganesa 


Text 

gadabijapire dhanuh* siilacakre 
sarojotpale paSadhanyadgradantan / 

karaih samdadhanam svasundaégrardajan- 
manikumbham ankadhiriidham svapatnyd // 2.113 


sarojanmana bhisananam bharenoj- 
jvaladdhastatanva*’ samdlingitangam | 

karindrananam candraciidam trinetram 
jaganmohanam raktakantim bhaje tam // 2.114°4 


32 With LU, MMA, “nu B. 
33 With LU, MMA, °tanvya B. 
Metre 2.113—114: Bhujangaprayata. 
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13 Trailokyamohana(kara)ganesa 89 


Translation 

I worship that (Ganega), who holds with (his) hands a mace, the fruit of the 
citron tree (bijapira), a bow, a trident, °> a wheel, a lotus, a (blue) lotus, a noose, 
a rice shoot”® and (his) tusk, (Ganeéa,) on the tip of whose trunk a vessel with 
jewels is shining, who has (his) lap mounted (and his) body embraced by his 
wife whose hand is shining with a lotus and whose body shines with a large 
number of ornaments, (GaneSa,) who has an elephant’s face, (bears) the moon 
(digit) on (his) head, has three eyes, deludes the (threefold) world (and) is a red 
colour. 


Attributes 

Trailokyamohana(kara)ganeSa: R mace, fruit of the citron tree, trident, wheel, 
lotus; L bow, (blue) lotus, noose, rice shoot, tusk; trunk: vessel with jewels 
Wife: lotus 


Remarks 

Trailokyamohana(kara)ganesa, “the GaneSa who deludes the threefold 
world (with the power of his mdyda),” is a ten-armed form accompanied 
by a consort. His iconography is identical to that of Mahaganesa/Maha- 
ganapati, but the mantra employed in his worship differs. The epithet 
trailokyamohana/ mohani, “deluding the threefold world,” is also prefixed 
to names of other deities, including Visnu, Gauri, Laksmi and Hanumat.*’ 
MahaganeSa, who is not separately described in the MM, is the most important 
form of GaneSa and is described in a large number of texts, e.g., PS 17.938 
(quoted in SR 2.25.43), ST 13.35 (quoted in TS, p. 104, 1-4), the Mantrapada 
inserted into the ISP, chapter 16.7-9, MT 18.18—23, Sdyana’s commentary on 
TA 10.1 and SVT 2, pp. 681, 19 — 682, 5 (quoting the Sarasamgraha).*? The 
fourteenth-century Samkaravijaya, p. 82, 8-11 by Anantanandagiri reports 
that a certain Girijaputra propagated Mahaganapati as the highest deity, the 
cause of the creation, maintenance and reabsorption of the universe, and the 
creator of the gods Brahma, Visnu and Siva.*° 


35 I take Sula here in the sense of “a trident” (trisa/a) and not “a spear” based on similar de- 
scriptions in other texts. 

36 Dhanyagra, “an ear of corn,” is glossed as vrihimanijari, “a rice shoot” in Mahidhara’s 
commentary. 

37 For details, see Goudriaan 1978, s.v. Trailokyamohana and Trailokyamohani. 

38 For a translation of chapter 17 of the PS, see Biihnemann 1987b: 357-382. 

39 See also SVT 1, p. 259, 27-30. 

40 For a translation of the passage, see Biihnemann 1988b: XX—XXI]. 
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Mahaganapati is eulogized as Vallabhaganapati or VallabheSa in the Val- 
labhesa-Upanisad.*! In the first chapter of this text it is said that the deity’s at- 
tributes were given to him by different gods: the wheel by Visnu, the (red) lotus 
by Sri/Laksmi, the trident by Siva, the noose by Gauri, the sugarcane bow by 
Kamadeva, the (blue) lotus by Kamadeva’s consort Rati, the mace by Varaha, 
the rice shoot by the earth goddess Bhiimi, the fruit of the citron tree by Pusti, 
the consort of Pustipati who in turn is an emanation of GaneSa, and the tusk by 
Pustipati. The fruit of the citron tree (held by Bhairava) with its multiple seeds 
is interpreted as a symbol of creation in the VdhP’s pratimdlaksana section, 
48.12b—13ab. 

MaheSvaranandanatha’s commentary Saubhagyanandasamdoha, p. 465, 
18 on Paramanandatantra 19.5, and ParaSuramakalpasutra 2.4 interpret the 
attribute abja, “water-bom,” as “a conch” (Sankha), not “a lotus.” This in- 
terpretation would allow for the common pair of the Vaisnava attributes, the 
wheel — the conch. All three illustrations (/3a—c), however, have opted for 
the interpretation of abja as “‘a lotus.” In most of the sources GaneSa’s bow is 
specified as having been made of sugarcane, which suggests that one of the 
two flowers he holds most likely represents a flower arrow. The sugarcane 
bow and five flower arrows are the characteristic attributes of Kamadeva. 
Other texts say that the deity showers jewels in front of his devotees from 
the vessel held in his trunk. The vessel of jewels is usually an attribute of 
Kubera, the god of wealth. Details on the mantras, yantras and rites connected 
to Trailokyamohana(kara)ganesa and MahaganeSa are found in Bihnemann 
1989: 74-87. The deity is frequently represented in sculptures and paintings, 
especially in Maharashtra, Kerala and Tamilnadu. 

The drawing in T1, p. 80 and T2, p. 66 (= /3a) shows the deity seated on 
a lotus. The attributes from the right front hand to the left front hand are: (R) 
the lotus, the mace, the wheel, the trident, the lotus; (L) the citron, the bow, the 
rice shoot, the noose, the tusk and the vessel (in the deity’s trunk) and these 
attributes correspond to those described in the text, except for their positions. 
The icon differs from the text in that the consort is seated below the deity to 
his left side and her hands, which should hold a lotus, are empty. A contempo- 
rary sculpture reproduced from the private collection of Dr. D.G. Kelkar, Pune, 
Maharashtra (= /3b), except for a different distribution of attributes, matches 
the description in the MM. It shows the seated Mahaganapati holding the fol- 
lowing attributes from the left front hand to the right front hand: (L) the citron, 
the mace, the bow, the trident, the wheel; (R) the lotus, the noose, the lotus, 


41 For an edition and translation of this text, see Biuhnemann 1987a. 
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the rice shoot, the tusk and (in the deity’s trunk) the vessel. This distribution 
of attributes is also found in Raghavabhatta’s commentary, p. 555, 11-19 on 
ST 13.35. The consort is seated on the deity’s left thigh, embracing him with 
her night arm and holding a lotus in her left hand. The same distribution of at- 
tributes, but beginning from the right front hand and ending with the left front 
hand, is seen in the ca. eighteenth-century brass statue (= /3c) of a standing 
Mahaganapati, preserved in the Raja Kelkar Museum, Pune. The consort of this 
Statue leans against the god’s left arms and hip. 


14 Haridraganesa (Ratriganesa) 


Text 
pasankugau modakam ekadantam 
karair dadhanam kanakasanastham / 
haridrakhandapratimam™ trinetram 
pitamSukam ratriganesam ide // 2.125** 


Translation 

I praise RatriganeSa, who holds with (his) hands a noose, a goad, a modaka 
(and) a single tusk, who is on a golden throne,“ resembles a piece of turmeric 
(in colour), has three eyes (and wears) a yellow garment. 


Attributes 
R goad, modaka; L noose, tusk 


Remarks 

This form of Gane§a is called “GaneSa of turmeric (haridra, ratri)” because 
of his yellow colour, which is compared to that of the turmeric root, and also 
because turmeric plays a role in the worship rituals of the deity. Yellow is the 
colour governing the rite of immobilization (stambhana), one of the six rites 
(sat karmdni) of magic, with which he is clearly associated.*” The text empha- 
sizes the immobilization of the enemies’ speech, of fire and of water. A passage 


42 hari® LU,T1. 

43 Metre: Upajati. 

44 Mahidhara seems to consider the golden throne to be identical to the lion’s seat or throne. 
In his commentary on 103 Svarnakarsanabhairava he explains the throne (simhdsana), on 
which the deity 1s seated, as a golden throne (hemdsana). 

45 On the connection between the colour yellow and rites of immobilization, see Goudriaan 
1978: 339. For the six rites, see section 1.6.1. 
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in PrT, p. 611, 6-22 (quoting an unidentified section “in chapter 10 of the Na- 
rada-Paficaratra’’) attempts to explain the origin of this Gane§a as follows. One 
day Parvati made a doll of turmeric powder, (infused it with life,) and adopted 
the turmeric Gane§a as her son. He was raised by Siva who bestowed upon him 
the power of granting his devotees the fruit of the four goals of human life. The 
Sakta Mahabhagavata-(Upa)-Purana 35.7cd explains that Parvati made Ganesa 
from the turmeric powder that she applied to her body. Other details of the story 
also differ. 

Anantanandagiri’s most likely fourteenth-century Samkaravijaya, pp. 85, 
1 — 86, 9 provides some information on a sect of worshippers of Haridra- 
ganeSa lead by a certain Ganapatikumara. However, his description of the 
deity’s iconography differs. AmareSvaramahatmya 1.7—8 enjoins that pilgrims 
worship Haridraganapati, whose iconographic details are not provided, in a 
village (named Haridraparakagrama,*° identified as Hariparigam) on their 
way to the sacred place Amarnath, Kashmir. The story of this Gane§a 1s 
found in the Haridra(for °dra°)ganeSamahatmya, part of BhrmmgiSasamhita, pp. 
400-407. In that text the name haridra/haridra is not connected to turmeric, 
but is fancifully derived first from the explanation that Ganesa’s body “turned 
yellow” (haridradngo babhiva) from anger (p. 403, 28; p. 404, 8-9); and, 
second, from a statement that he “put Hari to flight” (harim dravayan; “putting 
Hari to flight” [p. 404, 15—16]). 

A description of the deity similar to that in the MM appears in TS, p. 108, 
18-19 and STN 3.90. While both the TS and the STN quote the same text, the 
STN ascribes it to “the Mudgala-Purana.” The deity holds the same attributes 
as 9 (Unmatta-) UcchistaganeSa, namely the pairs, the goad — the noose and the 
tusk — the modaka, the latter pair possibly symbolic of the male and female sex- 
ual organs. The only difference between forms 9 and 14 1s the body colour. A 
different six-armed Haridraganesa, making the wish-granting gesture, the ges- 
ture of protection, the gesture of anger (Krodhamudra@) and holding the goad, 
the noose and the axe appears in SVT 2, p. 701, 26-29 and MT 16.163-164, 
and is described in Biihnemann 1989: 92-98. 

The drawing in T1, p. 81 and T2, p. 69 (= /4a) shows the deity in the play- 
ful posture (/alitasana) with his right leg folded and his left leg hanging down, 
seated on a lotus seat, which is on a throne. The attributes correspond to those in 
the MM. The second line-drawing (= /4b), based on the STN (whose descrip- 
tion corresponds to that of the MM) and reproduced from Ganapathi Sthapati 


46 For this name of the village, see Haridra(for “dra” )ganesamahatmya, in: BhmgiSasamhita, 
p. 401, 6-7. 


15 Kali (Daksinakalika, Syama) 93 


1981: 18+, no. 21, reverses the position of the attributes, assigning the modaka 
and the tusk to the deity’s right and left hands respectively. The same position- 
ing of attributes appears in the contemporary painting reproduced from Desikar 
1984: 84+ (= /4c) and in the painting from the illustrated manuscript of the 
STN, no. SA. 852, folio 113a, preserved in the Oriental Research Institute of the 
University of Mysore (= /4d). While Mahidhara regularly assigns the modaka 
to the right hand and the tusk to the left, a South Indian tradition recorded by 
Jouveau-Dubreuil 1937: 43 transposes the attributes. This tradition may have 
influenced the line-drawing in Ganapathi Sthapati 1981 from Andhra Pradesh 
as well as the two South Indian paintings. 


15 Kali (Daksinakalika, Syama) 


Text 

sadyaSchinnaSirah krpadnam abhayam hastair varam bibhratim 
ghoradsyam Sirasam sraja suruciram unmuktakeSavalim / 

srkkasrkpravaham*' §masananilayam Srutyoh §avalamkrtim 
§yamangim krtamekhalam Savakarair devim bhaje kalikam |/ 3.9*° 


Translation 

I worship the goddess Kalika, who holds with (her) hands a recently severed 
head, a sword, (and makes) the (gesture of) protection (and) the wish(-granting) 
gesture, whose face is frightening, who shines brightly with a garland of heads, 
whose mane of hair is dishevelled, who has blood flowing from the corners of 
(her) mouth, dwells in the cremation grounds, has corpses (of two children) as 
ornaments on (her) ears, whose body is dark (and) who has a belt made of the 
hands of corpses. 


Attributes 
R sword, wish-granting gesture; L recently severed head, gesture of protection 


Remarks 

The goddess Kali, “the dark one,” is also known as Daksinakali or Syama, and 
differs from 89 Mahakali, who is associated with a section of the Devimaha- 
tmya. General information on this important goddess is found in Hartman 1969 


47 With LU, MMA, srkkyasrk® B. 
48 Metre: Sardilavikridita. 
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and Kinsley 1986: 116—131, and some discussion of her Tantric forms is found 
in Mookerjee 1988 and, with reference to the TS, in Pal 1981: 63-67. The San- 
skrit stanza above repeats the sibilants § and s at the beginnings of words as a 
poetic ornament. 

The goddess holds the pair of attributes, the sword — the severed head 
and the common pair of gestures, wish-granting and protection. Similar 
descriptions appear in TS, p. 257, 1-3 (quoting the SiddheSvaratantra) and NP 
1.85.6cd—7. Kali is usually accompanied by Mahakala, her male companion. 
In the following passages, TS, p. 251, 5—15 and SVT 2, p. 255, 16-24, TS, p. 
251, 19—28 (from the Svatantratantra) and MT 23.856—863, the goddess stands 
on the prostrate body of Mahadeva and — further on — engages in reversed 
sexual union with Mahakala. Mahadeva and Mahakala are two forms of Siva. 
Even though it is not specified in the above description, the MM later states 
that the goddess is seated on the corpse of Siva/Mahakala (3.14), and it is in 
this fashion that she is often represented in paintings. K4li is also depicted as 
seated on Siva in reversed sexual union (Mookerjee 1988: 62) or standing on 
Mahakala who has an erect penis (Mookerjee 1988: 63, 76). The Buddhist 
Kalika is described as surrounding Mahakala with three other goddesses. 
In this guise, she holds a skull and a scimitar and stands on a corpse in the 
pratydlidha stance (see SM, p. 598, 12-13). In the MM, the devotee worships 
Kali in a ritually polluted state, naked and with dishevelled hair (3.24—25), 
while seated on a corpse (3.25, 3.28, 3.40) and looking at the sexual organs of 
a menstruating woman (3.27). He then must have intercourse with the woman 
(3.29, 3.32), offering flowers smeared with his semen (3.25) or offering the 
meat of animals such as camels, buffaloes (3.30) and buffalo blood to Kali 
(3.34). 

Kali is also pictured in the Madhubani folk paintings of Mithila (Mooker- 
jee 1988: 64) and the scroll paintings (patacitra) of Orissa (Mookerjee 1988: 
60). She is extremely popular in Bengal and is often represented in the widely- 
known icons and early nineteenth-century paintings of folk artists from Kali 
Ghat, South Calcutta (Archer 1971, no. 13; Mookerjee 1988: 70, 105). 

The drawing in T1, p. 82 and T2, p. 73 (= 15a) does not follow the MM’s de- 
scription, but rather a well-established iconographic pattern, which is expressed 
in verse 4 of the widely-known Kaula hymn, Karpiradistotra. The goddess is 
in the Glidha stance on Siva’s prostrate body with her right leg bent and her 
left one retracted. She makes the gesture of protection and the wish-granting 
gesture (the latter along with a skull [?] cup) with her right hands and holds a 


49 Both texts cite the K4litantra; the same passage appears in Phetkdrinitantra 10.4cd—10.12. 
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scimitar (instead of a sword) and a severed head in her left hands. The second 
illustration (= 155), a Pahari painting from Mandi State (ca. 1700), preserved 
in the National Museum, New Delhi, no. 60.1279, shows the same distribution 
of attributes without the skull cup. The goddess wears one corpse on either ear 
and a belt of severed arms. She is in the cremation grounds with burning funeral 
pyres and jackals moving about. The image is labelled Smas4nakali, “Kali of 
the cremation grounds.” The goddess is standing on a prostrate male corpse, 
which is not that of Siva, since his characteristic third eye and matted hair are 
absent. The third illustration (= /5c) is a popular black and white relief print 
from Citpur, Calcutta of the presiding goddess of Kali Ghat reproduced from 
Chakrabarti 1985, no. 6. A similar painting is also printed in Archer 1971, no. 
16. The goddess has a lolling tongue and wears a skull necklace. The upper part 
of her body is shown with the same distribution of attributes as before. Notable 
is the distribution of the pair of attributes, the wish-granting gesture — the ges- 
ture of protection, in the goddess’s right front and nght back hands, and the pair, 
the scimitar — the head, in her left back and left front hands in all three drawings. 
This distribution also appears in brass and clay icons from Bengal (Mookerjee 
1988: 62, 63, 70, 105) and in paintings of the Kangra school (Mookerjee 1988: 
74, 76). 


16 Sumukhi (Ucchistacandalini) 


Text 
gunjanirmitahadrabhisitakucam sadyauvanollasinim 
hastabhyam nrkapdlakhadgalatike ramye>' muda bibhratim | 
raktalamkrtivastralepanalasaddehaprabham dhyadyatam 
nindm Srisumukhim Savdsanagatam syuh sarvada sampadah |/ 3.54°° 


50 


Translation 

There will always be riches for people meditating on the noble Sumukhi, whose 
breasts are adorned with a garland made of gunjd (berries), who 1s shining in 
(her) best youth, who holds with joy with (her) hands a beautiful human skull 
and a creeper-like sword, whose splendid body shines with red omaments, gar- 
ments and ointments (and) who is on a seat (in the form) of a corpse. 


50 With LU, MMA, SVT, °yauvavano’ B. 
51 With LU, MMA, SVT, mye B. 
52 Metre: Sardiilavikridita. 
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Attributes 
R sword; L skull 


Remarks 
In contrast to Kali, Sumukhi, “the one with the beautiful face,” is a goddess of 
attractive appearance, even though she holds the pair of frightening attributes, 
the skull — the sword, and uses a corpse as her seat. In the fourth quarter of the 
Sanskrit stanza the sibilants § and s appear at the beginnings of many words 
as a poetic ornament. The goddess is worshipped in the yantra that serves as 
the pedestal for 15 Kali (3.56). The mantra in the MM addresses the goddess 
as Ucchistacandalini, “the Candalini (i.e., the casteless woman) (fond) of the 
polluted,” and Mahapisaci, “the great Pisaci.”>’ She is thus included among 
the deities connected to the ritually polluted (ucchista), like Ucchistaganesa 
(9-10) who is worshipped in an impure condition (3.61f.) in the left-handed 
path (vamamarga) of Tantrism (3.74). The mantra in TS, p. 292, 8 (quoting the 
MantradevaprakaSsika) addresses her as Jyesthamatangi, while the SVT clas- 
sifies her as an ucchista form of Rajamatangi. The forms of Matangi in the 
MM (37 and 49) are also called Ucchistacandalini. Candali/Candalini is also 
the name of a Tantric Buddhist goddess, of whom various descriptions exist (De 
Mallmann 1986: 136-137). Sumukhti’s garland of gurijd berries may indicate 
her tribal origins, as Pal 1981: 91 has suggested. Whether Sumukhi/Ucchistaca- 
ndalini is a Hindu adaptation of a Buddhist goddess, as Pal 1981: 7-8 suggests, 
can only be decided after a detailed study of the relevant textual materials. 

The above verse is quoted in SVT 2, p. 378, 29-32. It forms part of the pas- 
sage SVT 2, pp. 378, 17 — 379, 21, the whole of which is most likely taken from 
MM 3.49-75. Its source is merely said to be “another book” (granthdantara). 
A similar description of Sumukhi also appears in Phetk4rinitantra 6.21cd—23 
(quoted in TS, p. 292, 18-21). 

The drawing in T1, p. 83 and T2, p. 82 (= 16) corresponds to the MM’s 
description and shows the goddess with dishevelled hair seated on a corpse. 


17 (Ugra-) Tara 1 (Ekajata) 
Text | 
visvavyapakavarimadhyavilasacchvetambujanmasthitam 
kartrikhadgakapalanilanalinai rajatkaram nilabham / 


53 See also the passage in Phetk@rinitantra 6.15cd—18ab, which is quoted in TS, pp. 291, 28 — 
292. 2. 
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kadnctkundalaharakankanalasatkeyuramanyjiratam 
Gptair ndgavarair vibhisitatanim draktanetratrayam™ // 4.39 


pingograikajatam lasatsurasanam damstradkaralananam 

carma”> dvaipi*® varam katau vidadhatim §vetasthipatthalikam / 
aksobhyena virdjamanaSirasam smerananambhoruham 

taram §avahrdasanam drdhakucam ambam trilokyah smaret // 4.40°' 


Translation 

One should recall Tara, who is on a white lotus which manifests itself in the 
middle of the water covering the universe,>> whose hands are shining with a 
scimitar, a sword, a skull (and) a blue lotus, who is a dark colour, whose body is 
adorned with friendly (and) excellent snakes that have become (her) belt, ear- 
rings, necklace, bracelets, shining armlets and anklets, who has three reddish 
eyes (and) a single fierce tawny-coloured plait of hair, whose beautiful tongue 
flashes, whose face is terrible because of fangs, who wears at (her) hips a beau- 
tiful tiger skin, whose forehead has a diadem of white bone, whose head ts shin- 
ing with Aksobhya, whose lotus face is smiling, who has the chest of a corpse 
as (her) seat, whose breasts are firm (and) who is the mother of the threefold 
world. 


Attributes 
R sword, blue lotus; L skull, scimitar 


Remarks 

Goddesses 17-23 represent different forms of Tara, a goddess who is wor- 
shipped by both Buddhists and Hindus. This first one is Ugratara, “the fierce 
Tara,” also called Ekajata, “the one having a single plait of hair.” Ugratara is 
a Hindu adaptation of the Buddhist Tantric Mahacina(krama)tara or Ugratara, 
who was most likely originally a tribal goddess of the Himalayan region. As I 
have demonstrated in Biihnemann 1996: 474, the earliest textual description of 
her appears in an eleventh-century Buddhist sadhana by Saévatavajra, which 
was incorporated into the Hindu Phetkarinitantra.°” The Phetkarinitantra’s 


54 °trayim T1. 

55 hastaif MMA. 

56 capi MMA. 

57 Metre 4.39-40: Sardilavikridita. 

58 I.e., at the time of the great dissolution (mahdapralaya), cf. also MT 23.737c. 
59 The Phetkarinitantra is referred to as the Phetkariya. 
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version of Ugratara’s description was adopted by a large number of Hindu 
texts such as the TS, p. 269, 1-8 (= Phetkarinitantra 11.30—-35ab) and SVT 2, p. 
267, 8—11 (= Phetkarinitantra 11.30—33). The mantras employed in Ugratara’s 
worship™ as well as the names of the surrounding deities such as Vairocana 
and Amitabha, clearly indicate the goddess’s Buddhist origin. The Buddhist 
goddess carries on her head the Tathagata Aksobhya, whose emanation she is. 
The mention of Aksobhya on the Hindu goddess’s head, however, is unusual. 
“Aksobhya” was re-interpreted as an epithet of Siva, and the god is said to 
reside on the goddess’s head in the form of a snake. Accordingly, images of 
the Hindu goddess show either a snake on her head or Aksobhya seated on a 
snake, while, in contrast, the snake is not found on the head of the Buddhist 
goddess. 

In Hindu icons, the corpse on which the goddess stands or sits is often taken 
as the body of Siva. Siva is considered to be Sava, a corpse, without the power 
of Sakti. Kali and Tripurasundari are similarly represented as standing or sit- 
ting on the prostrate body of Siva. The Buddhist goddess wears the five bone 
ornaments (called “the five seals,” panicamudra), which originally belonged to 
the Kapalika tradition. In the Hindu tradition, the pancamudra was adapted as a 
diadem of bones/skulls, accounting for only one of the five ornaments, namely 
the diadem (cakri). 

The Hindu texts emphasize that the goddess should be worshipped in the 
method of the left-handed path (vamamarga) with the practitioner in a ritually 
polluted state, seated on a corpse and employing three of the five substances 
whose names begin with the letter m (makdra) in Sanskrit, namely, meat (md- 
msa), fish (matsya) and intercourse (maithuna). Through the epithet Mahaci- 
natara, ““Tara of Mahacina” (Phetkarinitantra 11.10ab), Tara was linked with 
the practices (@cara) of the country Mahacina, most likely a Himalayan region, 
which are supposed to involve the use of wine, meat and women. The cindcara 
is said to have been introduced to India by the Brahmin VaSistha, who received 
the transmission from Visnu/Buddha in Mahacina. 

Mahidhara’s commentary assigns the sword and the blue lotus to the god- 
dess’s night hands, and the scimitar and the skull to her left hands. Their exact 
positions in her upper and lower hands is uncertain. I have listed the pair of 
attributes, the sword — the skull, in such a way that they are held in opposing 
hands. This distribution of attributes is also reflected in illustration /7b. 

The first of the two Sanskrit stanzas repeats similar syllables as a poetic 


60 See MM 4.66-67 and commentary: om yathdgatd(instead of: tathdgatd)bhisekasamagri me 
hum phat and MM 4.93cd: aksobhya vajrapuspam praticcha svaha. 
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omament; words with the letter v are frequent in the first quarter, while the letter 
k is employed alliteratively in the second and third quarters. 

The drawing in T1, p. 84 and T2, p. 95 (= /7a) shows the goddess standing 
on a corpse in the Glidha stance in the cremation grounds. She wears a diadem 
of skulls and a snake head ornament. The distribution of the attributes is dif- 
ferent from the MM’s description. The goddess holds the lotus and the (skull) 
cup in her right hands and the scimitar and a sword (7?) in her left hands. This 
distribution is also reflected in Pahari paintings such as an eighteenth-century 
painting of the Mandi school, published in Mookerjee 1988: 107 and also found 
in the Phetkarinitantra’s description and in Buddhist s@dhanas (see also illustra- 
tion /7c). Ugratara was popular in Himachal Pradesh and is often represented 
in Pahari paintings, especially as part of the group of Mahavidya goddesses. 
The second illustration (= /7b), a Pahari painting, preserved in the Jammu Art 
Gallery, Jammu Tawi,°! shows the sword and the skull as a pair in the god- 
dess’s right and left back hands, and the scissors (kartri) and the lotus in her 
right and left front hands. The goddess wears a snake on her head and is stand- 
ing on the prostrate body of Siva in the cremation grounds, surrounded by vul- 
tures, jackals, bones and skulls. The kartri (usually a scimitar) was interpreted 
as a pair of scissors because of the modern meaning of the word in languages 
such as Hindi. The third illustration from Nepal (= /7c), reproduced from Bhat- 
tacharyya 1958, no. XX VII (b), shows the Buddhist goddess with the figure of 
Aksobhya on her head. The sword and the lotus are in her back hands and the 
chopper with a diamond scepter (vajra) handle and the skull cup in her front 
hands. Additional icons of the Buddhist and Hindu goddess from India, Nepal 
and Tibet are surveyed in Biihnemann 1996: 477-479. 


18 Tara 2 (Ekajata) 


Text 
Svetambardm SaGradacandrakantim 

sadbhiisanam candrakalavatamsam | 
kartrikapalanvitapanipadmam™ 

tdrdm trinetram prabhaje ’khilarddhyai // 5.10°° 


61 A similar Pahari painting is preserved in the Government Museum, Chandigarh, no. 1860 
(see Singh 1990, plate 372). 

62 kartrim MMA. 

63 Metre: Indravajra. 
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Translation 

I worship Tara for complete prosperity, who (wears) a white garment, is the 
colour of the autumn moon, (wears) the best omaments (and bears) the moon 
digit as (her) head ornament, whose lotus-like hands are endowed with a scim- 
itar and a skull (and) who has three eyes. 


Attributes 
R scimitar; L skull 


Remarks 
The second form of Tara is white and has only two arms that hold the pair of 
attributes, the scimitar — the skull. This form can be visualized as having differ- 
ent body colours depending on the Tantric rite performed: red is recommended 
for rites of subjugation (vasikarana), golden for immobilization (stambhana), 
black for liquidation (mdrana), grey for eradication (uccatana) and white for 
appeasement (Santi) (5.12). The mantra employed in the MM identifies the god- 
dess also with Ugratara, “the fierce Tara,” and with Ekajata, “the one having a 
single plait of hair.” As in the case of the previous form of Tara, the mantra™ of 
the goddess reveals Buddhist Tantric influence. The goddess’s iconography is 
most likely modelled on that of a Buddhist two-armed Ekayjata holding a scim- 
itar and a skull (cf. SM, p. 265, 17—18) and is frequently represented in art (De 
Mallimann 1986: 163 [4a] and illustration /8d in this book). 

The above verse from the MM is also found in SVT 2, p. 272, 22-23; all 
of chapter 5 of the MM 1s quoted (attributed to “another Tantra’) in SVT 2, 
pp. 272, 6 — 276, 13. A similar description of the goddess also appears in Tara- 
bhaktisudhamava, p. 425, 25-28, authored by Narasimha, a disciple of Gada- 
dhara (second half of the seventeenth century). © 

The drawing in T1, p. 85 and T2, p. 96 (= /8a) shows the four-armed god- 
dess holding the pair of attributes, the kartri — the skull and making the pair of 
gestures, the wish-granting gesture — the gesture of protection. The word kartri, 
translated as “scimitar,” was understood as a pair of scissors because of the in- 
fluence of the modern meaning of the word in languages such as Hindi. The sec- 
ond illustration (= /8b), a miniature from the illustrated Nepalese manuscript, 
no. EO 2508, preserved in the Musées Royaux d’Art et d’Histoire, Brussels, 
shows the standing dark-coloured Buddhist Ekajata almost naked and with a 


64 See the word vajrapuspa in Mahidhara’s commentary on MM 5.14:...ekajate mama 
vajrapuspam praticcha svaha. 
65 For this date, see P. Bhattacarya’s introduction to his edition of the text, p. 3. 
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lolling tongue. She holds a short sword in her right hand and a skull cup in her 
left. 


19 Nilasarasvati | 


Text 
ghantam™ Sirah Siilam asim karagraih 
sambibhratim candrakalavatamsam | 
pramathnatim®’ pddatale pasum tam 
bhaje muda nilasarasvatisam® // 5.20°° 


Translation 

I worship that lady Nilasarasvati with joy, who holds with (her) fingers a bell, 
a (severed) head, a spear/trident (and) a sword, who (bears) the moon digit as 
(her) head ornament (and) crushes an animal under the sole of (her) foot. 


Attributes 
R spear/trident, sword; L bell, head 


Remarks 


Goddesses 19 and 20 represent two distinctly different forms of Tara, both 
called Nilasarasvati, “the dark Sarasvati,” a name contrasting her with the 
white Sarasvati, goddess of learning. Form 19 is described as crushing an 
animal under her foot. If we take the animal to be a buffalo, following the 
interpretation in the drawing in the Telugu MM, the goddess represents Durga 
(Mahisasuramardani), the slayer of the buffalo demon Mahisasura. The god- 
dess holds the spear/trident, the bell and the pair of attributes, the sword — the 
head. A similar description of Nilasarasvati appears in Tarabhaktisudharnava, 
p. 426, 14-15 by Narasimha (second half of the seventeenth century). The text, 
however, does not give details about the animal crushed under the goddess’s 
foot. The above verse is most likely quoted from the MM in SVT 2, p. 273, 
9-10, but is merely attributed to “another Tantra.” 


66 With MMA, SVT, ghantd B, LU. 

67 prama(n?)thatim LU, pramarsantim SVT, pramantha? T. 
68 °tim tam MMA, SVT. 

69 Metre: Upajati. 
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The drawing in T1, p. 86 and T2, p. 120 (= /9) shows the goddess in the ali- 
dha stance on a buffalo. She holds the trident and the bell in her nght and left 
front hands and the sword (?)’° and the skull in her right and left back hands. 


20 Nilasarasvati 2 


Text 
Savasanam"' sarpavibhiisanadhyam 
kartrim kapalam casakam triSilam | 
karair dadhanam naramundamalam 
tryaksam "* bhaje nilasarasvatim tam // 5.30” 


Translation 

I worship that Nilasarasvati, who has a corpse “ as (her) seat, is adorned with 
ornaments in the form of snakes, holds a scimitar, a skull, a vessel (and) a trident 
with (her) hands, has a garland of human heads (and) three eyes. 


Attributes 
R scimitar, trident; L skull, vessel 


Remarks 

The second form of Nilasarasvati, who is considered a form of Tara, is seated 
on a corpse or on a boat (nauka), following the textual variant in the LU and 
the SVT that is supported by the description in Tarabhaktisudharnava, p. 427, 
6—9 by Narasimha (second half of the seventeenth century). The fierce goddess 
holds, according to Mahidhara’s commentary, the scimitar and the trident in her 
right hands and the skull and the vessel in her left hands. Their exact position is 
uncertain. The attributes could form the pairs, the scimitar — the skull and the 
trident — the vessel, the last of these attributes possibly being a skull cup; or 
they could form the pairs, the scimitar — the vessel and the trident — the skull. 
Tarabhaktisudharnava has a saw (krakaca) instead of the vessel. The verse is 


70 The representation of the attribute is unusual. A similar object in illustrations /9 and 2/ 
seems to represent a spear. 

71 naukdsanam v.\. in LU, SVT. 

72. tryaksim SVT. 

73. Metre: Upajati. 

74. The reading naukdsanam in LU and SVT gives the meaning: who has a boat as (her) seat. 
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quoted most likely from the MM in SVT 2, p. 273, 24—25, but is ascribed to 
“another Tantra.” 

The drawing in T1, p. 87 and T2, p. 123 (= 20) shows the goddess seated 
on the back of a corpse. The distribution of attributes in her hands does not cor- 
respond to Mahidhara’s instructions. The goddess holds the kartri (interpreted 
as a pair of scissors) and a skull (?) cup in her right and left back hands and the 
skull and the trident in her right and left front hands. 


21 Tara 3 


Text 

Svetambaradhyam hamsastham muktabharanabhisitam / 
caturvaktram astabhujair dadhanadm kundikambuje // 5.75 
varabhaye pasaSaktit aksasrakpuspamalike / 
§abdapathonidhau dhyayet srstidhyanam udiritam” // 5.767° 


Translation 

One should meditate on (Tara), who is adorned with white garments, is on a 
goose in the ocean of words/sounds, is adorned with ornaments of pearls, has 
four faces, holds with (her) eight hands a vessel and a lotus, (makes) the wish(- 
granting gesture) and the (gesture of) protection, (and holds) a noose, a spear, 
a rosary and a flower-garland. (This) has been stated to be the visualization of 
creation. 


Attributes 
R vessel, wish-granting gesture, rosary, flower-garland; L lotus, gesture of pro- 
tection, noose, spear 


Remarks 

Forms 21-23 represent three goddesses named Tara, worshipped in kadmya 
rites, rites for the attainment of specific objectives. They are associated with the 
colours white, red and black, ’’ indicated by the colour of their garments, and 
with the three qualities (guna) purity/goodness (sattva), passion (rajas) and 


75 samiritam SVT. 
76 Metre 5.75—76: Anustubh. 
77 For the significance of the three colours, see also Goudriaan 1978: 173-174. 
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darkness (tamas), and with the three cosmological functions: creation, main- 
tenance and reabsorption. A similar threefold description of Gir (Sarasvatt) 
appeared earlier (cf. forms 3—5) with three visualizations. These visualizations 
were used in the assignment (nydsa) of the syllables of the alphabet (mdatrka), 
which had three parts: the nydsa of creation, maintenance and reabsorption 
respectively. The visualization of creation alluded to in the above stanza is 
connected to rites of appeasement (Santi) and prosperity/welfare (pusti); the 
visualization of maintenance is associated with rites of eradication (uccdatana) 
and subjugation (vaSikarana) and the visualization of destruction is connected 
to rites such as liquidation (mdrana) (5.82). 

This description of Tara constitutes the visualization of creation (srsti) and 
is related to the quality purity/goodness (sattva). The iconography of the god- 
dess with her four faces, riding a goose and holding the vessel (kundtk@), the lo- 
tus, the noose and the rosary, is modelled on that of Brahma, the creator. Mahi- 
dhara does not inform us about the arrangement of Tara’s faces or their colours. 
The goddess dwells in the ocean of words/sounds since she is, like Sarasvati, 
considered the goddess of speech (vagdevata). The verse is quoted in SVT 2, 
p. 275, 22—24 most likely from the MM, but is ascribed to “another Tantra.” 
A similar description of the goddess also appears in Tarabhaktisudharmava, p. 
430, 15-18. 

The drawing in T1, p. 88 and T2, p. 134 (= 2/) corresponds to the MM'’s de- 
scription of Tara. The attributes in the goddess’s right and left backmost hands 
are the rosary and the noose, followed by the flower-garland and the spear, then 
by the vessel and the lotus, and finally, in her front hands, the wish-granting 
gesture and the gesture of protection. Mahidhara does not comment on the ar- 
rangement of the goddess’s faces. The artist obviously intended them to face the 
four cardinal directions; the face to the goddess’s right is supposed to be facing 
backwards. This arrangement is also modelled on the iconography of Brahma. 
The nineteenth-century Sukranitisara states that multiple faces of deities should 
be in a row (4.4.139ab) except for the four faces of Brahma that should face the 
cardinal directions (4.4.142). 


22 Tara4 
Text 


raktambaram raktasimhasanastham hemabhisitam / 
ekavaktram vedasamkhyair bhujaih sambibhratim kramat // 5.77 
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aksamdaldm pdnapdatram abhayam varam uttamam / 
§vetadvipasthitam dhydyet sthitidhyanam idam"* smrtam // 5.78" 


Translation 

One should meditate on (Tara), who (wears) a red garment, is on a red throne, 
is gold-adorned, has one face, holds with (her) four arms in order, a rosary, 
a drinking vessel, (the gesture of) protection (and) the most excellent wish(- 
granting gesture and) lives on Svetadvipa. This is regarded as the visualization 
of maintenance (sthiti). 


Attributes 
R rosary, wish-granting gesture; L drinking vessel, gesture of protection 


Remarks 
This form of Tara is associated with the colour red, the quality passion (rajas), 
the cosmological function of maintenance (sthiti) of the universe, and the rites 
of eradication (uccdtana) and subjugation (vasikarana). The goddess is visu- 
alized on Svetadvipa, the White Island, located in the Milk Ocean. Svetadvi- 
pa is the abode of Visnu,®° the god who maintains the universe. This form of 
Tara is associated with this place, because she is concerned with the cosmo- 
logical function of maintenance (sthiti) of the universe which is presided over 
by Visnu. In addition to the pair of gestures, the goddess holds Sarasvati’s and 
Siva’s attribute, the rosary. This verse is quoted in SVT 2, p. 275, 24-26, and 
is most likely from the MM. Tarabhaktisudharnava, p. 430, 19-22 provides a 
similar description of the goddess. However, in this description the goddess is 
located in Ratnadvipa,*! the Jewelled Island/Continent, makes the pair of ges- 
tures and holds a jewelled vessel (ratnacasaka) and a rosary. Ratnadvipa may 
be identical to Manidvipa, located in the Ocean of Nectar. It is the counterpart 
of Visnu’s Svetadvipa and the abode of the goddess Tripurasundari. For further 
details, see description 61. 

The drawing in T1, p. 89 and T2, p. 135 (= 22) corresponds to this descrip- 
tion of Tara, but her hand gestures are unusual. 


78 samiritam SVT instead of idam smrtam. 

79 Metre 5.77—78: Anustubh. 

80 Visnu’s Svetadvipa is frequently described as an island (not a continent) located a vast dis- 
tance north of Meru in the Milk Ocean. For a discussion of textual sources describing it, see 
Clark 1919 and also Oberlies in Griinendahl/Malinar/Oberlies/Schreiner 1997: 87, note 71 
on Svetadvipa in the Narayaniya. 


81 The text reads ratnadipe instead of ratnadvipe. 


rae 
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23 TaraS 


Text 

krsnambaradhyam nausamstham® asthyabharanabhisitam®? / 
navavaktram bhujair astadasabhir dadhatim varam // 5.79 
abhayam parasum darvim khadgam paSupatam halam | 
bhindim™ salam ca musalam kartrim Saktim tri$irsakam // 5.80 
samharastram vajrapaSau khatvangam gadayéa saha / 


raktambhodhau sthitam dhydyet samharadhyanam idrgam // 5.81°*° 


Translation 

One should meditate on (Tara), who is adorned with dark garments, is on 
a boat, is adorned with bone-ornaments, has nine faces, (makes) the wish(- 
granting gesture), the (gesture of) protection, holds an axe, a ladle, a sword, 
Pasupati’s (weapon), °° a plough, a javelin, a spear/trident, a pestle, a scimitar, 
a spear (fakti), a trident (trisirsaka), “the weapon of destruction” (samhdra- 
stra),®’ a thunderbolt, a noose, a skull-topped staff (khatvariga) along with the 
mace with (her) eighteen arms (= hands) (and) lives in the Ocean of Blood. 
Such is the visualization of reabsorption (samhdara). 


Attributes 

R axe, ladle, sword, spear/trident, pestle, scimitar, thunderbolt, noose, mace; 
L wish-granting gesture, gesture of protection, PaSupati’s (weapon), plough, 
javelin, spear, trident, “weapon of destruction,” skull-topped staff (khatvariga) 


Remarks 
This form of Tara who has nine faces and eighteen arms and holds mostly 
frightening attributes is associated with dark colours, the quality darkness 


82 naukastham T. 

83 °nasamyutam SVT. 

84 With LU, MMA, bhindim B, SVT. 

85 Metre 5.79-81: Anustubh. 

86 Pasupata is the name of a weapon coming from and presided over by PaSupati/Siva. 
Jouveau-Dubreuil 1937: 22 identifies the pa@fupata-astra with a kind of small trident (trisa- 
la), while Liebert 1976: 217 records Siva’s trident, a bow, or a spear as possible meanings. 
A description of the personified Pasupatastra is found in ST 20.27. The myth of Siva pre- 
senting this weapon to Arjuna is summarized in Rao 1914-1916, volume 1: 214-215. 

87 This seems to be an obstructive defensive magical weapon; see the South Indian 
Ahirbudhnya-Samhita 35.1b, 36.13c and 42.68b. 
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(tamas) and with rites of liquidation (mdrana), of which no details are pro- 
vided. Like 2 PranaSakti and Vajraprastarini, the goddess is stationed in a 
boat in the Ocean of Blood. The above verse appears in SVT 2, p. 275, 27-30 
and is most likely quoted from the MM. The goddess holds a variety of 
attributes, including the Vaisnava attribute, the mace and the Saiva attributes, 
the khatvanga and Pasupati’s weapon; the pair of agricultural symbols, the 
pestle — the plough (not held in opposing hands); and makes the wish-granting 
gesture and the gesture of protection inaccurately with hands on the same side 
of the body. 8° The noose has inaccurately been assigned to the goddess’s right 
hand. A similar description of Tara appears in Tarabhaktisudhamava, p. 430, 
23—3, holding the lotus,®? trimarti (7) and the drum (dindima) instead of the 
pestle, the thunderbolt and the javelin. 

The drawing in T1, p. 90 and T2, p. 139 (= 23) shows the goddess with one 
face instead of nine faces. The attributes differ from the MM’s description and 
seem to be, from her right back hand to her nght front hand, the mace, the knife, 
the sword, the trident, a spear (a goad?), a saw (?), a spear (an arrow’), a pair of 
scissors (?), an empty hand and, from her left back hand to her left front hand, 
the hook, the plough, the staff, the noose, a ladle (?), the wheel, three heads, 
the wish-granting gesture and the gesture of protection. The artist interpreted 
the attribute trisirsaka, “trident,” as “three (severed) heads.” 


24 Chinnamasta 


Text 
bhasvanmandalamadhyagam nijasira§?' chinnam vikirndlakam 
spharasyam”* prapibad galat svarudhiram vame kare bibhratim | 
yabhasaktaratismaroparigatam sakhyau nije dakini- 
varninyau paridrsya modakalitam Srichinnamastam bhaje // 6.6”° 


88 The attributes are listed here in the way that Mahidhara assigned them to the hands. No 
attempt has been made to rearrange the attributes into pairs. 

89 The reading padmam in the Tarabhaktisudhamava ts possibly a misreading of vajram. 

90 See also Kasinathabhatta’s PadarthadarSa, folio 54b.6 for this explanation of the word frisi- 
rsaka. 

91 With LU, MMA, ° ras B. 

92 With LU, MMA, spha’® B. 

93 Metre: Sardilavikridita. 
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Translation 

I worship the noble Chinnamasta, who is (stationed) in the centre of the solar 
disc, holds in (her) left hand her own head, which is severed, has dishevelled 
hair, (and) an open mouth which is drinking her own blood from (her) throat, 
who is stationed on Rati and Smara, who are engaged in sexual intercourse, 
(and) is filled with joy upon seeing her companions Dakini and Varnini. 


Attribute 
L own (severed) head 


Remarks 
Chinnamasta, “the (goddess) with the severed head,” is visualized in the centre 
of the sun disc. She drinks the blood streaming from her torso with the mouth 
of her severed head held in her left hand. According to other descriptions and 
paintings, she holds a scimitar or a sword in her right hand, but this 1s not in- 
dicated here. Chinnamasta subdues the love god, Kamadeva or Smara, who is 
engaged in intercourse with his consort Rati. Chinnamasta is accompanied by 
two female companions, called Dakini and Varnini. The goddess is also called 
Pracandacandika in TS, p. 240, 19ff. and SVT 2, p. 336, 3-14. 

The mantra employed in worship addresses Chinnamasta as Vajravairocantl, 
a name that clearly indicates Buddhist Tantric influence. Like 17 (Ugra-) Ta- 
ra (Ekajata), Chinnamasta was adopted from the Buddhist pantheon. As Bhat- 
tacharyya™ suggests, the goddess appears in Buddhist sadhana texts as a type 
of yellow Vajrayogini located in the cremation grounds, her left hand holding 
her head,” which was severed from her body by a scimitar held in her right. 
The central stream of blood from her torso enters her own mouth, while the 
two side streams enter the mouths of the companions at her sides, Vajravarnani 
to her left and Vajravairocant to her right, each of whom holds a scimitar and 
a skull (SM, no. 232, pp. 452, 12 — 453, 5). The mantra addresses the prin- 
cipal goddess as Sarvabuddhadakint. This Buddhist s@dhana is part of a sa- 
dhana collection, compiled prior to the Sadhanamala/Sadhanasamuccaya, enti- 
tled *SadhanaSatapancasika, no. 160 (PTT 4123). It was translated into Tibetan 
by Tshul khrims rgyal mtshan of the Pa tshab clan, a contemporary of Abhaya- 
karagupta (between 1050 and 1125). °© Nihom 1992: 226 ascribes this sadhana 


94 See the introduction to his edition of the SM, volume 2: cxliiff. 

95 We also know of other forms of Vajrayogini standing on a corpse and with her head still 
attached. 

96 See Biihnemann 1994: 22, 69; the sadhana is not contained in the only preserved Sanskrit 
manuscript of the collection, which is incomplete at the end and dates from 1165 CE. 
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to Siddhacarya Virlipa, while Benard 1994: 66 attributes it to Laksminkara. In 
the case of the Buddhist goddess, the three blood streams from the goddess’s 
torso were interpreted by Viriipa and Taranatha”’ as the three energy channels 
(nddi): the left one (laland), corresponding to insight (prajnda), the one on the 
right (rasana), corresponding to the means (upd@ya), and the central channel 
(avadhiti), corresponding to great bliss (mahdsukha). This imagery expresses 
a yogic experience: the fusion and dissolution of the vital energy (prdna) into 
the central channel resulting in the Yogin’s temporary decapitation or mystic 
death, which leads to liberation and reanimation. The severing of the head is 
also interpreted as the destruction of greed, hatred and delusion. 

Practices of Chinnamasta are associated with the female Mahasiddha 
Laksminkara (Srimati Devi),® sister of King Indrabhiti, placed in the ninth 
century by Benard 1994: 66. Interpretations of the symbolic meaning of the 
icons are found in Benard 1994: 88-116, Mishra 1991: 289-292, Nihom 1992: 
230 and Satpathy 1991: 145-147. 

In the Hindu tradition the principal deity Chinnamasta is identified with 
Vajravairocani, and her two companions are called Dakini and Varnini. In 
the original Buddhist context Vajrayogini, also called Sarvabuddhadakini, 
Chinnamunda Vajravarahi or Trikayavajrayogini, is the central goddess with 
the severed head, and is accompanied by Vajravarnani and Vajravairocani. The 
couple Rati and Smara appears only in Hindu texts and icons. To explain the 
origin of Chinnamasta, the Pranatosini (quoting “the Narada-Pancaratra’’), pp. 
727, 23 — 728, 17 says that Parvati chopped off her own head with her nails 
to feed her hungry companions Dakini and Varnini, also called (?) Jaya and 
Vijaya. A similar story is cited on pp. 728, 18 — 729, 8 (= Saktisamgamatantra, 
volume 4, 5.152—173). According to Benard 1994: 1, the earliest Hindu text 
that refers to Chinnamasta is the account of the Mahavidya goddesses in the 
Sakta Mahabhagavata-(Upa)-Purana 8.62-71, which she dates from 950 CE.” 
Benard most likely follows Hazra 1963, volume 2: 282, who states that the 
Purana cannot be later than the twelfth century and may date from about the 
tenth or eleventh century. The passage in the Upapurana does not give details 
of Chinnamasta’s iconography and does not indicate whether Rati and Smara 
are present. Similar descriptions of the goddess appear in other texts, such 


97 See Herrmann-Pfandt 1992: 263. 

98 See also Herrmann-Pfandt 1992: 271-272. B. Bhattacharyya in his introduction to the SM, 
volume 2: cxliv, states that the Siddha Sabarapa introduced the cult of the goddess and there- 
fore dates the sddhana ca. 657. This hypothesis was rejected already by Nihom 1992: 236, 
note 7 and Benard 1994: 13-14. 

99 Cf. Benard 1994: 17, note 3. 
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as TS, p. 243, 2-23 and p. 246, 13-21, SVT 2, p. 336, 3-14 (quoting “the 
Bhairaviya”) and MT 23.645-646. A temple of Chinnamasta'!™ in Cintpimi, 
Himachal Pradesh, claims the status of a Saktapitha in which — according to 
Benard 1994: 4 — Sati’s forehead or — according to Erndl 1993: 51 — Sati’s 
head fell to the ground when the limbs of her body were divided over India. 
Every place that a limb fell became a “seat” (pitha). 

In the MM Chinnamasta’s worship is presented as part of left-handed Tantra 
using offerings of meat (6.20, 6.25), liquor (6.29) and intercourse (6.30—32). 
The goddess can be visualized with different body colours according to the re- 
sults desired by the performer of the ritual: the white colour is for the attain- 
ment of worldly pleasure (bhukti) and liberation (mukti); the dark colours are 
for effecting rites of eradication (uccatana); the red colour is for subjugation 
(vaSikarana); grey is for liquidation (mdrana) and the golden colour is for im- 
mobilization (stambhana) (6.28). 

Chinnamasta is represented in many paintings, some of which are listed be- 
low. A miniature of the Buddhist goddess with her two companions is found 
in the border of a fourteenth-century painting of Vajravarahi (= 24e) and in 
a Nepalese sketchbook, ca. 1400-1450, reproduced in Pal 1985: 153, D1. As 
stated before, in the Buddhist representations of the goddess, Rati and Kama 
are absent. A painting of the Hindu goddess dating from the nineteenth (7?) cen- 
tury from Nepal is preserved in the Musée Guimet, no. MG 24288 (= 24c). The 
painting depicts her with her two companions. She holds a chopper in her right 
hand and a skull cup in her left, on which her own severed head rests. The god- 
dess stands in the dlidha stance on Rati and Smara in reversed sexual union, 1.e., 
Rati lying on Smara, both lying on a lotus. The lunar and solar discs are depicted 
at the top of the painting. This goddess was erroneously identified as the Bud- 
dhist Vajrayogini stepping on Bhairava and Kalaratri by De Mallmann 1986: 
433 (and plate XII—2). De Mallmann’s identification is incorrect for two rea- 
sons. First, the texts do not describe the yellow Vajrayogini (with her two com- 
panions) as having a severed head and stepping on Bhairava and Ka4laratri who 
are in sexual union. Other forms of Vajrayogini or Vajravarahi are stepping on 
one figure with both feet, or on one figure with each foot, but never on a copulat- 
ing couple. These forms usually have the extra attribute, the skull-topped staff 
(khatvanga) and are single with their heads still attached; or, they hold their 
severed heads in one hand, but stand alone and do not drink their own blood. 
Second, a number of Nepalese paintings of Chinnamasta exist which are very 


100 For a list of Chinnamasta temples in North India and the Kathmandu valley, see Benard 
1994: 145-147. 
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similar to the one identified by De Mallmann and belong to a set of paintings 
of the Hindu Mahavidya goddesses. Such representations include, for exam- 
ple, nos. 49 (3) and 50 (2) of the eighteenth-century painted scroll reproduced 
in Pal 1991; drawings nos. 65, 66 and 68 in Nepalese sketchbooks reproduced 
in Blom 1989; and two unpublished miniatures of Chinnamasta in the book of 
miniature paintings, preserved in the Bharat Kala Bhavan, Varanasi, no. 10054, 
dated 1765. 

The Hindu goddess was also the subject of Pahari paintings such as Chinna- 
masta from Kangra, ca. 1810, preserved in the National Museum, New Delhi, 
no. 59.261 (= 24b), in which the kartri (the scimitar) in the goddess’s and her 
companions’ right hands is interpreted as a pair of scissors. Similar Kangra 
paintings from the late eighteenth or the nineteenth century are preserved in 
the Bharat Kala Bhavan, Varanasi, no. 797; the Museum of Fine Arts, Boston, 
no. 17.2575 described in Coomaraswamy 1926: 135-138; the N.C. Mehta Col- 
lection, Bombay, no. 125, reproduced in Khandalavala, no. 99 and in the Sven 
Gahlin Collection, London, reproduced in Rawson 1973, no. 86. 

The goddess is also represented in a painting from Rajasthan, reproduced in 
Rawson 1973, no. 104 (the couple is erroneously identified as Visnu and Maha- 
laksmi), in which the four-armed goddess holds a snake and a sword in her right 
hands and her head (on a plate) and a cup in her left hands. The goddess is 
seated on a lotus inside the solar disc. The lotus in turn rests on Rati and Ka- 
ma. The goddess appears in the Madhubani paintings of Mithila, in which she 
is portrayed separately (= 24d; see also the cover picture of Kinsley 1986) or as 
part of the Mahavidya group (see Mookerjee 1988: 64). She is also portrayed in 
the scroll paintings (patacitra) of Orissa (see also the ganjifa playing-card-style 
painting in Das 1978 [unnumbered]). 

A noteworthy representation is an eighteenth-century painting from Ra- 
jasthan, reproduced in Mookerjee 1988, no. XIII, in which the goddess is 
stationed in the cremation grounds holding her own severed head in her right 
hand and a sword in her left and is seated on the corpse of Siva, with whom she 
engages in intercourse. The goddess is not drinking her own blood and the two 
companions are absent. Another important depiction, reproduced in Mookerjee 
1988, no. XII, is an eighteenth-century Kangra painting of Chinnamasta with 
four arms, her right ones empty and her left ones holding the sword and her 
severed head as she stands on two corpses (possibly the prostrate body of 
Mahakala resting on that of Niskala-Siva). 

The drawing in the Telugu MM, T1, p. 91 and T2, p. 140 (= 24a) shows 
the goddess with her two companions standing on a lotus. Rati and Smara are 
absent. The goddess holds a sword in her right hand and her severed head in 
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her left. Blood streams from her torso into the mouth of her head and into the 
mouths of her companions, each of whom holds a sword in her nght hand and 
a skull in her left. 


25 Savari 


Text 
hemddrisanav udyadne nanddrumamanohare | 
ratnamandapamadhyasthavedikayam sthitam smaret // 6.43 '°' 
gunjaphalakalpitahararamyam 

Srutyoh Sikhandam Sikhino vahantim / 
kodandabdanau dadhatim karabhyam 

katisthavalkam Savarim'” smare ’ham!' // 6.44'% 


Translation 
One should recall (Savari), who is on the peak of Mt. Sumeru in a garden which 
is pleasant with various kinds of trees, (who Is sitting) on a raised seat located 
in the centre of a jewelled pavilion. 

I recall Savari, who is pleasing with a garland made from gunja seeds, 
(who) wears on either ear the tail (feather) of a peacock, (who) holds with 
(her) hands a bow and an arrow (and wears) a garment of bark on (her) hips. 


Attributes 
R arrow; L bow 


Remarks 

Savari (also written Sabari), “the woman of the Savara (tribe),” holds the at- 
tributes of a huntress. She is called Renuka in MM 6.42. The goddess’s bark 
garment, her garland of guvija seeds and her peacock feather ornament suggest 
her tribal origins, as does her name. Skanda-Purana 1 (= MaheSvarakhanda), 
1 (= Kedarakhanda), chapter 35, verse 12 relates that Parvati/Durga assumed 
the form of a Savara woman in order to entice Siva who was then celibate. 


101 Metre: Anustubh. 

102. With LU, sabarim B. 

103 smaradmi MMA, smare ‘yam T. 
104 Metre: Upayjati. 
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Harivam$a 2 (= Visnuparvan), chapter 3 (= Aryastava), verses 7-8! states 
that Durga was worshipped by Savaras, Barbaras and Pulindas. The Savaras 
reportedly wore garments of leaves and most likely worshipped a goddess in 
their own image (Bhattacharyya 1978: 15). 

ST 10.7 (quoted in TS, p. 88, 18-20 and STN 1.129), based on PS 13.26-31, 
identifies Savari with Tvarita, “the swift one,” '° and with Kairati, “the Kirata 
woman.” According to the ST, the goddess is making the wish-granting ges- 
ture with her left hand and the gesture of protection with her nght (see Ra- 
ghavabhatta’s commentary, p. 470, 28). Both of these gestures are also found 
in the description of Savari in Agni-Purana 309.7. A four-armed form of the 
goddess, called Totala/Tvarita, '!°’ holding the goad and the noose and mak- 
ing the wish-granting gesture and the gesture of protection, is described in NP 
1.88.136—140. 

Savari/Sabari is also the name of a minor goddess in the Tantric Buddhist 
pantheon, of whom several forms are known (cf. De Mallmann 1986: 327- 
328). Sadhanas 148-150 of the SM describe the yellow three-faced, six-armed 
Buddhist goddess Pamaégavari, “Savara woman with the leaf (garment).” 
She wears a garment of leaves (parna) and holds the bow and the arrow as 
well as the diamond scepter (vajra), the axe, the noose and the leaves and is 
making the threatening (farjani) gesture. Illustration 255 reproduced from the 
eighteenth-century pantheon of 300 gods (Oldenburg 1903, no. 165), shows 
an eight-armed Buddhist goddess holding the sword, the arrow, the axe and 
the diamond scepter in her nght hands, while the noose, the bow, the leaves 
and the threatening gesture are in her left hands. One of her mantras is as 
follows: om gauri gandhari candali matangi piukkasi svaha /...0m namah 
sarvaSavaranam maha@Savaradnam bhagavati pisaci parnaSavari... (SM, p. 
310, 1-4). The vocatives employed here also suggest the goddess’s connection 
with aboriginal tribes such as the Savaras, Pukkasas and the inhabitants of 
Gandhara. ! 

It is not clear why Mahidhara connects the tribal Savari to Renuka, wife 
of Jamadagni and mother of ParaSurama. According to (apparently) South In- 


105 The critical edition of the Mahabharata (The HarivamSa, Being the Khila or Supplement to 
the Mahabharata. For the first time critically edited by P.C. Vaidya. Vol. II [Appendices]. 
Poona: Bhandarkar Oriental Research Institute 1971) moved this chapter to appendix I, no. 
8, pp. 34-37. 

106 For forms of Tvarita, whose representations in art are often identified with Asavart Ragini, 
see De Mallmann 1963: 160-163. 

107 For the form Totula, see SVT 1, p. 57, 13. 

108 For a detailed discussion of the Buddhist ParnaSsavart, see Bhattacharyya 1978: 14-18. 
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dian legends, Renuka was beheaded by Parasurama, who later joined her sev- 
ered head to the torso of an outcaste woman, producing a hybrid form with a 
Brahmin’s head and an outcaste’s torso (Gail 1977: 111-115; Bakker/Entwistle 
1983: 18-19). The legend, however, only accounts for the tribal character of the 
goddess’s torso. ! 

The drawing in T1, p. 92 and T2, p. 147 (= 25a) shows the goddess in a 
standing position holding the bow and the arrow. She wears two peacock feath- 
ers in her hair; the bark garment is absent. 


26 Svayamvara (Parvati) 


Text 
dhydyed devim mahadevam varitum samupdagatam /[/ 6.57cd HO 
fambhum jaganmohanariupapirnam 
vilokya lajjakulitam smitadhyam / 
madhikam4alam svasakhikarabhyam 
sambibhratim adrisutam bhajeyam Ml 66.581 


Translation 
One should meditate on the goddess, who came to choose Mahadeva (_.e., Siva) 
(for her husband). 

May I worship the daughter of the mountain (Parvati), who, on seeing Sam- 
bhu, full of (handsome) form that deludes the worlds, is overcome by embar- 
rassment, who is embellished with smiles (and) who holds with the hands of 
her female friend a garland of madhika (flowers). 


Attribute 
garland of madhika (flowers) 


Remarks 

Parvati is described here in her aspect as Svayamvara, the bride who indepen- 
dently chooses Siva for her husband. The description is based on the widely- 
known story of Himalaya’s daughter Parvati/Uma, who performed austerities 


109 For recent research on Renuka, see Assayag 1992. 
110 Metre: Anustubh. 

111 bhaje *ham T. 

112 Metre: Upajati. 
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in order to win the ascetic Siva for her husband. This aspect of the goddess is 
worshipped to settle marniages. A similar description of Svayamvara is found 
in SR 2.24.50 (identical to PSSS, p. 241, 6-9 [quoting the Mantrasara]) and in 
SR 2.24.51. 

The drawing in T1, p. 93 and T2, p. 147 (= 26) shows Parvati standing in 
front of the four-armed Siva, who holds the drum, the trident (right), the deer 
and the vessel (left) and is seated on a throne. She and her friend are holding a 
flower-garland together. 


27 Madhumati 


Text 

...devim smaret budhah | 
nanddrumalatakirne kaildsagatakanane // 6.7\b-d'"° 
ahilatadalanilasarojayuk- 

karayugam manikancanapithagam / 
amarandgavadhiganasevitam 

madhumatim akhilarthakarim bhaje // 6.72'"* 


Translation 
... The wise man should recall the goddess in a forest located on Kailasa, filled 
with various trees and creepers. 

I worship Madhumati, whose pair of hands holds a betel leaf and a blue 
lotus, who is on a throne (made) of jewels and gold, is attended by a group of 
maidens of gods and snakes (and) brings all wealth. 


Attributes 
R betel leaf; L blue lotus 


Remarks 

The goddess Madhumati is described as residing in a forest on Mt. Kailasa. 
Kailasa is the residence of the lord of the Yaksas, Kubera, and also of Siva. 
In SVT 2, p. 356, 9-10 (quoting the SiddhaSavaratantra) Madhumati is classi- 
fied as a Yaksini and holds a blue lotus in either hand. This classification would 
place her in the same group as goddesses 28-31, who are Yaks(in)is. These are 


113. Metre: Anustubh. 
114 Metre: Drutavilambita. 
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local vegetation goddesses, often said to inhabit plants or trees such as the vata 
(cf. 30 Vatayaksini), asvattha or bilva. Saktisamgamatantra, volume 1, chapter 
15 explains the procedure for acquiring the supernatural power of attracting the 
threefold world (trailokyadkarsani siddhi) which is connected to Madhumati; an 
iconographic description of the goddess is not provided. TS, pp. 334, 30 — 335, 
17 (quoting the Bhitadamara) describes the worship of a Yogint Madhumatt. 
Her mantra 1s explained in Yoginitantra 7.16—21, but her iconography is not 
specified. Niruttaratantra 1.8 lists a Madhumati among the nine goddesses who 
belong to the lineage/family of Sri (Srikula). 

The drawing in T1, p. 94 and T2, p. 154 (= 27) shows the goddess holding 
the two attributes, seated on a throne and attended by two maidservants. 


28 Pramada and Pramoda 


Text 
keytramukhyabharanabhiramam 
varabhaye samdadhatim karabhyam / 
samkrandanadyamarasevyapadam 
satkaficanabham pramadam bhajami // 6.81 ''° 


Translation 

I worship Pramada, who Is beautiful with ornaments such as armlets, who holds 
(= makes) with (her) hands the wish(-granting gesture) and the (gesture of) pro- 
tection, whose feet are to be served by the gods beginning with Samkrandana 
(Indra) (and) who is the colour of the best gold. 


Attributes 
R wish-granting gesture; L gesture of protection 


Remarks 


The above description applies to two goddesses, called Pramada, “young 
woman,” and Pramoda, “delight,” who are worshipped for the fulfilment of 
the devotee’s desires. A similar description appears in SVT 2, p. 356, 17-18 
(quoting the SiddhaSavaratantra), in which both are classified as Yaksinis. The 


11S Metre: Upajati. 
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Tantraraja’s list of thirty-six Yaksinis'!° includes Pramoda (TR 6.53a) as does 
the Kinkinitantra’s list (quoted in MMA, p. 611, 10 and pp. 617, 24 — 618, 30). 
Following this classification, goddesses 27—31 of the MM could be considered 
Yaksinis. 

The drawing in T1, p. 95 and T2, p. 157 (= 28) shows the goddess in a stand- 
ing posture holding the common pair of gestures and being worshipped by a 
deity on either side of her. 


29 Bandi 


Text 

...Samsmared bandim ratnasimhasanasthitam |/ 6.88cd'"" 
satoyapathodasamanakantim 

ambhojapiyusakarirahastam / 
surangandasevitapadapadmam 

bhajami bandim bhavabandhamuktyai''® // 6.891"? 


Translation 
...One should recall Bandi, who is on a jewelled throne. 

I worship Bandi for liberation from the bondage of (worldly) existence, 
who is a (dark) colour like a rain cloud, whose hands (hold) a lotus and a nectar 
vessel (and) whose lotus-like feet are served by heavenly women. 


Attributes 
R nectar vessel; L lotus 


Remarks 
Bandi is a rarely described goddess, worshipped for the release of prisoners 
(6.95, 6.99). Kasinathabhatta’s Padarthadarsa commentary on the above MM 


116 The thirty-six names in TR 17.50—-53 are: 1) Vicitra, 2) Vibhrama, 3) Hamst, 4 ) Bhisani, 
5) Janaranjika, 6) Visala, 7) Madana, 8) Ruddha, 9) Kalakanthi, 10) Mahabhaya, 11) Ma- 
hendri, 12) Sankhini, 13) Candri, 14) Mangala, 15) Vatavasini, 16) Mekhala, 17) Sakala, 18) 
Laksmi, 19) Malini, 20) ViSvanayika, 21) Sulocana, 22) Susobha, 23) Kamada, 24) Vilasini, 
25) KameSvari, 26) Nandini, 27) Svarnarekha, 28) Manorama, 29) Pramoda, 30) Ragini, 
31) Siddha, 32) Padmint, 33) Ratipriya, 34) Kalyanada, 35) Kaladaksa and 36) Surasundari. 

117 Metre: Anustubh. 

118 With LU, MMA, °ktaye B (one additional syllable). 

119 Metre: Upayjati. 
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verse, folio 59a.2, states that the goddess makes the gesture of protection 
(abhitimudra) with her left hand. The text Kasinatha used must have read 
abhiti (protection) instead of ambhoja (lotus). This iconographic type making 
the gesture of protection is also recorded in an unidentified verse ascribed to 
the Merutantra (quoted in Sukla 1986: 82).!2° SVT 2, pp. 356, 28 — 357, 1 
(quoting the SiddhaSavaratantra) gives a description of Yaksini Vandi with 
three attributes: the drinking vessel (pdnapdtraka), the wish-granting gesture 
and the gesture of protection. 

The stanza above repeats the b(h) sound in the last line as a poetic ornament. 

The drawing in T1, p. 96 and T2, p. 159 (= 29) shows the goddess in a stand- 
ing position worshipped by two women. The nectar vessel in her night hand is 
a vessel of plenty (purnakalafa), topped with leaves and a coconut, a common 
symbol of prosperity. 


30 Vatayaksini 


Text 
... dhyayed devim vatasthitam // 7.6d'*' 
arunacandanavastravibhisitam 
sajalatoyadatulyatanirucam 
smara kurangadrSam vatayaksinim 
kramukandgalatadalayukkaram '*> //7.7'4 


122 7 


Translation 
...One should meditate on the goddess, who is in the vata (tree). 

Recall the deer-eyed Vatayaksini, who is adorned with a garment (the 
colour) of red sandalwood, whose body colour !*> is (dark) like that of a rain 
cloud (and) whose hands hold an areca nut !° and a betel leaf. 


120 meghasyaGmam sudhakumbham abhayam dadhatim smaret / 
ratnasimhdsane sthitam yajet bandhanamuktaye // 

121 Metre: Anustubh. 
122 °ruh@m MMA. 

23 °dalapuskaram MMA. 
24 Metre: Drutavilambita. 
125 The MMA's text gives the meaning: **... whose body hair ts...” 
126 Mahidhara’s commentary explains kramuka, “a betel tree,” as pligiphala, “an areca nut.” 
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Attributes 
R areca nut; L betel leaf 


Remarks 
Vatayaksin, “the Yaksini (living) in the vata (i.e., banyan or fig[-tree]}),” is 
another vegetation goddess. During her worship the devotee offers bandhika 
flowers. Repeating her mantra under a banyan tree many times ts said to lead to 
a vision of the Yaksini asking the worshipper for sexual intercourse. After this 
has been granted she is supposed to fulfill all his desires (7.8; 7.13—17). The 
Yaksini’s iconography is similarly described in SVT 2, p. 358, 10-11 (quoting 
the SiddhaSavaratantra). Vatayaksini is in the Tantraraja’s list of thirty-six 
Yaksinis (TR 17.51b: Vatavasini) as well as in the Kinkinitantra’s list (quoted 
in MMA, p. 611, 8 and p. 614, 17-19). A stone inscription from Partabgarh, 
dated 946/947 CE, records the gift of a village by Pratihara Mahendrapala I 
for the worship of Vatayaksini (Mishra 1973: 29). 

The drawing in T1, p. 97 and T2, p. 164 (= 30) shows the Yaksini seated on 
a throne. The attribute in her right hand may be a betel twig (cf. the attribute in 
Madhumati’s night hand in illustration 27); her left hand is empty. 


31 Yaksini, (Madana-) Mekhala Yaksini and Visala Yaksini 


Text 

smarec campakakantare ratnasimhasanasthitam // 7.20cd'*" 

suvarnaprabham ratnabhisabhiramam 
jJapapuspasacchayavadsoyugdadhyam / 

caturdiksu dasiganaih sevitanghrim 

bhaje sarvasaukhyapradam yaksinim tam // 7.21 '*° 
Translation 
One should recall (the Yaksini) on a jewelled throne in a campaka forest. 

I worship the Yaksin1, who is a golden colour, is charming with gem orna- 
ments, is adorned with two garments of the best colour of the japdad/java flower 
(= red), whose feet are served by groups of female servants in the four direc- 
tions (and) who grants all pleasures. 


127 Metre: Anustubh. 
128 Metre: Bhujangaprayata. 
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Attributes 
not mentioned 


Remarks 
The above Yaksini is associated with the campaka forest and the japd/java 
flower. The description also applies to two other Yaksinis, Madana-Mekhala 
and Visala. Madana-Mekhala is worshipped under a madhicka tree in order to 
obtain a magical ointment which, when applied to the eyes, will enable the 
devotee to find treasures hidden in the earth (6.26). Madana-Mekhala is also 
described in SVT 2, p. 358, 24-25 (quoting the SiddhaSavaratantra). Visala, on 
the other hand, is worshipped under a tamarind (civicda) tree in order to obtain a 
divine elixir for a healthy and long life (6.29). Madana, Mekhala (two individ- 
uals) and Visala figure in the Tantraraja’s list of thirty-six Yaksinis (TR 17.50c, 
17.51c), while Madana-Mekhala and Visala appear in the Kinkinitantra’s list 
(quoted in MMA, p. 611, 8 and p. 612, 5-7; 611, 8 and p. 614, 23-24). 

The drawing in T1, p. 98 and T2, p. 168 (= 3/) shows the Yaksini seated on 
a throne under a tree and worshipped by four women who are in front of her. 
While the text does not mention her attributes, the drawing assigns the wish- 
granting gesture to her right hand and the gesture of protection to her left, com- 
mon gestures also made by Yaksinis 27 Pramada and Pramoda. 


32 Varahi (Vartali) 


Text 
vidyudrocir hastapadmair dadhana 

pa$am Saktim mudgaram cankugam ca | 
netrodbhitair vitihotrais trinetra 

varahi nah Satruvargam ksinotu // 7.33 '? 
Translation 
May the three-eyed Varahi destroy our group of enemies with the fires emanat- 
ing from her eyes, she who is the splendour of a lightning (bolt and) who holds 
with (her) lotus-like hands a noose, a spear, a hammer/mace and a goad. 


Attributes 
R hammer/mace, noose (upper hand); L spear, goad (upper hand) 


129 Metre: Salini. 


“= ~s Or gle INIVERSIITY OF MICHIGAN 


33 Dhiimavati (Jyestha) 121 


Remarks 
Varahi is the female aspect (Sakti) of Visnu’s boar (varaha) avatara. The god- 
dess holds the pair of attributes, the goad — the noose, and the hammer/mace 
and the spear. The usual distribution of the goad in the left hand and the noose 
in the right follows Mahidhara’s autocommentary. In the MM the goddess is 
identified with Vartalt (7.31), and is worshipped to destroy enemies (7.35—39). 
While the other forms of Varahi, 58 (Svapna-) Varahi and 59 Vartali (Vara- 
hi), are boar-faced, this is not specified in the above description. Consequently 
the drawing in T (= 32) shows the goddess with a human face. The difference 
may explain why Mahidhara described 32 Varahi independently from the two 
goddesses 58 and 59. Varahi is usually part of the group of the seven (or eight) 
mothers (matrka). Accordingly PuraScaryamava, p. 1133, 22—24 (quoting the 
Merutantra?) provides a description of Varahi similar to the one in the MM in 
the context of the seven mdatrkas. The Buddhist s@dhana collection SM, p. 293, 
4—5 lists the boar-faced Vart(t)ali (along with Vadali, Varalt and Varahamukhi) 
as an attendant of Marici. Vartali, Varahi and Varahamukhi, with five other god- 
desses, are the surrounding deities in the Hindu Tantric puja of Dandini/Vara- 
hi. 130 

The drawing in T1, p. 98 and T2, p. 171 (= 32) shows the goddess in the 
Glidha stance, with fire emanating from her three eyes. The pair of attributes, 
the noose — the goad, which should be held in opposing hands, is inaccurately 
found in her right back hand and her left front hand. 


33. Dhumavati (Jyestha) 


Text 
§maSane samsthitam dhyayej jyestham vayasasamsthitam // 7.42cd'*" 
atyucca malindmbarakhilajanodvegavaha durmana 

riksaksitritaya visaladagana siryodari'** caficald | 
prasvedambucita ksudhakulatanuh krsnatiriksaprabha 

dhyeya muktakacd sada priyakalir dhiimavati mantrina // 7.43'*° 


130 See also the Nityotsava, p. 141, 16—17 by Umanandanatha (or, Jagannatha Pandita), written 
in 1745. 

131 Metre: Anustubh. 

132 sarpodari LU and Raghavabhatta, p. 864. 6 on ST 24.11. 

133 Metre: Sardilavikridita. 
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Translation 
One should meditate on Jyestha, who is in the cremation grounds (and) is sta- 
tioned on a crow. 

The reciter of the mantra should meditate on Dhiimavatti, who is extremely 
tall, wears a dirty garment, repulses all people, is sad, has three harsh-looking 
eyes, large teeth, whose abdomen is (round) like the sun, '** who is restless, 
is covered with the water of excessive perspiration, whose body is affected by 
hunger, is a dark and extremely coarse colour, whose hair is dishevelled (and) 
who always likes to quarrel. 


Attributes 
not mentioned 


Remarks 

Dhiimavati, the smoky one, !*° is identified in the MM with Jyestha, “the eldest, 
most excellent,” and is worshipped to destroy enemies (7.41). The devotee is 
instructed to worship the goddess naked with dishevelled hair and thus be ritu- 
ally polluted. A similar description is provided by Raghavabhatta, p. 864, 5-7 
(quoting the Dhiimavatikalpa) on ST 24.11. The ST and Saktisamgamatantra 
2.28.7 connect the goddess with the magic rite of eradication (uccdadtana). The 
connection between crows and the uccdtana rite is discussed in detail by Nihom 
1988: 104f. 

One wonders why the goddess is identified with Jyestha. The goddess de- 
scribed in this stanza differs from the Jyestha with a bull’s face and a donkey 
mount (Rao 1914-1916, volume 1: 394) and also from 52 Jyesthalaksm1. A 
Jyestha with a human face with a crow emblem in her banner riding a donkey 
is worshipped in North India as Sitala '*° (see also the description of 35 Sitala). 

Different forms of Dhiimavati associated with the crow are recorded. 
Phetkarinitantra 7.3cd—7.6ab!*’ describes Dhimavati riding a chariot with 
a crow banner, holding a winnowing fan in one hand and making the wish- 
granting gesture with her other hand. This description corresponds to illus- 


134 The text seems to refer to a large abdomen. Sarvodari may be a corruption of Sérpodari 
— “having an abdomen like a winnowing fan,” which ts the reading found in LU and Ra- 
ghavabhatta’s commentary. 

135 Pal 1981: 87 summarizes stories attempting to interpret her name. 

136 See Banerjea 1956: 383. 

137 The verses are quoted in TS, p. 293, 22-26 and also found in NP 1.87.157cd-160ab, SVT 
2, p. 337, 25-28 and Saktisamgamatantra, volume 3, 21.56. 
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tration 33b reproduced from the Saktapramoda in which Dhiimavati is seated 
in a chariot with a crow on the top. Her right hand makes the wish-granting 
gesture and her left one holds a winnowing fan. The same iconographic type is 
represented in an undated, rather late, mural painting in the Srikalika Temple 
at Jayapur/Onissa (cf. illustration 53 in Pathy 1981). The goddess Dhimavati 
was later incorporated into the group of Mahavidya goddesses. Few temples of 
the goddess are referred to in Kinsley 1997: 185 and 271, note 43. Dhimavati 
is represented in many paintings, of which a few specimens from Nepal and 
Rajasthan are listed below: 


I Paintings of Dhiimavati from Nepal: 

An unpublished miniature in a book of paintings, preserved in the Bharat 
Kala Bhavan, Varanasi, no. 10054, dated 1765, shows Dhimavati in the 
Glidha stance with one foot on a crow. She is naked and holds a mirror (?) in 
her left hand and makes the wish-granting gesture with her right. A similar 
eighteenth-century miniature from a series of drawings of the Mahavidya 
goddesses is reproduced in Pal 1991, no. 49. A line-drawing from a Nepalese 
sketchbook of Dhimavati riding a chariot with two crow banners attached to it 
and holding a winnowing fan and a piece of cloth is published in Blom 1989, 
no. 65. Another eighteenth-century miniature painting from Nepal shows the 
goddess sitting on a crow-bannered chariot holding the winnowing fan in both 
hands (= 33d). 


2 Paintings of Dhimavati from Rajasthan: 

A painting from Jaipur, dated 1926, preserved in the National Museum, New 
Delhi, no. 82.462 (Ajit Mookerjee Collection) (= 33c), shows the goddess 
seated on a crow and holding a winnowing fan in both hands. An eighteenth- 
century painting reproduced by Mookerjee 1988: 65 shows the goddess on a 
crow-bannered chariot, pulled by two crows. The goddess holds a winnowing 
fan and a vessel containing fire. A similar eighteenth- or nineteenth-century 
Pahari painting from Kangra is preserved in the Museum of Fine Arts, Boston, 
no. 17.2574 and is described in Coomaraswamy 1926: 135. 

Paintings of Dhtimavatti are also found among the Madhubani paintings of 
Mithila (Mookerjee 1988: 65) and the scroll paintings (patacitra) of Orissa (see 
also the ganjifa playing-card-style painting in Das 1978 [unnumbered]). 

The drawing in T1, p. 100 and T2, p. 174 (= 33a) shows Dhiimavati with a 
lolling tongue, dishevelled hair and raised arms standing in the dlidha stance. 
Fire emanates from her third eye. The crow is absent. 
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34 Karnapisacini 


Text 

citasanastham naramundamala- 
vibhiisitam |** asthimanin karabjaih | 

protan'° narantrair dadhatim kuvastram 
bhajamahe karnapisacinim tam //7.52'*° 


Translation 

We worship that Karnapisacini who ts on a seat (consisting) of a funeral pyre, is 
adorned with a garland of human heads, holds with (her) lotus-like hands beads 
of bone threaded with human intestines (and wears) an ugly garment. 


Attribute 
beads of bone threaded with human intestines 


Remarks 

Karmnapisacini, “the Pisacini (who whispers) in the (devotee’s) ear,” owes her 
name to the belief that she whispers the thoughts of others and news of the fu- 
ture in her devotee’s ear (Karna) (7.55). This is expressed in her mantra “om 
hrim, O Karnapisacini, speak in my ear, svaha.” '*' The practitioner repeats her 
mantra while seated on a corpse in the cremation grounds. When the mantra is 
made effective, he can apply it in rituals which are performed in a ritually pol- 
luted condition seated under a jujube (badari) tree (7.54). 

A similar description of the Pisacini appears in SVT 2, p. 394, 13 (quoting 
“another Tantra”). The plural form, “with (her) lotus-like hands” (kardbjaith), 
suggests that the Pisacini has more than two arms. TS, p. 303, 8-11 and SVT 
2, p. 394, 23-26 (both quoting a source specified as “‘another Tantra”) describe 
a four-armed form, named KamapiSaci or Paisaciki, but her attributes are the 
wish-granting gesture, the gesture of protection and two skulls. There is also a 
goddess Karnamatangi, “Matangi (who whispers) in (her devotee’s) ear” (Sukla 
1986: 246). It is uncertain whether the Buddhist Karnatara, an attendant of the 
eight-armed Kurukulla (SM, p. 352, 5), is also believed to whisper in her devo- 
tee’s ear. 


138 With LU, MMA. °malam vi? B, T. 

139 With SVT 2, p. 394, 13: protan (narantrasthimanin dharayantim), protam B, LU, pretan 
MMA. 

140 Metre: Upayjati. 

141 om hrim karnapisdacini karne me kathaya svaha (MM 7.50 and autocommentary). 
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The drawing in T1, p. 101 and T2, p. 176 (= 34) shows Karnapisacini with 
dishevelled hair and a skull garland in the Glidha stance with one foot on the 
chest and the other on the leg of a corpse which is burning on a funeral pyre. 
She holds bones in her two raised hands. 


35 Sitala 


Text 

digvasasam marjanikam'** ca $iairpam 
karadvaye samdadhatim ghanabham / 

Sri§italam sarvarujartinastyai'* 
raktangardgasrajam arcayami //7.57'“ 


Translation 

For the destruction of all diseases and pains I worship the noble Sitala, who is 
naked, holds in her two hands a broom and a winnowing fan, is the (dark) colour 
of a (rain) cloud (and wears) red unguents and a red garland. 


Attributes 
R broom; L winnowing fan 


Remarks 

Sitala, literally “the cool/calm one,” !* is generally associated with smallpox. 
The cult of Sitala is of considerable importance in Bengal and eastern India. 
Some information on her worship in Bengal can be found in Mukhopadhyay 
1994. In the MM, Sitala is worshipped to cure diseases, pain, swellings and tu- 
mours (7.58ab, 7.59cd). Her broom and winnowing fan most likely represent 
prosperity and magical powers (Auboyer/De Mallmann 1950: 214-215). There 
are different iconographic types of Sitala. SVT 2, p. 395, 32-33 (quoting the 
Bhutadamara?) describes one form holding the above-mentioned attributes but 
seated on a donkey, an animal indicating low-caste status (Auboyer/De Mall- 
mann 1950: 213). This form of Sitala is represented in two sculptures in which 


142 With LU, MMA, °ka B, T. 

143 With LU, MMA, °rujartinastau B, T2, °rujartihantrim MMA, ° rujadpahantrim T1. 

144 Metre: Upajati. 

145 The word is most likely of Dravidian origin; see Burrow 1947: 395 (‘Sitala f. small-pox: 
the goddess inflicting small-pox”). 
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the goddess is put to flight by the Buddhist ParnaSavari (Bhattasali 1929, nos. 
XXIII a, b). According to another tradition the goddess is seated on a donkey 
and holds the broom and the vessel while carrying the winnowing fan on her 
head; see the description from the Rudrayamalatantra, referred to in Rao 1988— 
1992, volume 6: 226, and a quote in Deva 1961, part 5, p. 111, attributed to the 
Skanda-Purana. '*© This type is represented in illustration 35c which is repro- 
duced from Ganapathi Sthapati 1981: 136+, no. 105, and a bronze, preserved 
in the Musée Guimet, published in Auboyer/De Mallmann 1950, no. 1. 

The drawing in T1, p. 102 and T2, p. 178 (= 35a) corresponds to the MM’s 
description and shows the naked Sitala with dishevelled hair standing in the 
Glidha stance. The second line-drawing (= 35b) reproduced from the printed 
edition of the PuraScaryamava’s appendix Dhyeyadevatacitrani, p. 30, shows 
the goddess on a donkey, holding the broom and the winnowing fan and car- 
rying a bundle of clothes (vastrapotali) on her head. The drawing is based on 
an unidentified description from the Merutantra, quoted in PurasScaryarmnava, p. 
1139, 13. 


36 Svapnesvari 


Text 
varabhaye padmayugam dadhanam 

karai§ caturbhih kanakasanastham / 
sitambaram Saradacandrakantim 

svapnesvarim naumi vibhiisanddhyam // 7.62 '4" 
Translation 
I praise Svapnesvari, who with (her) four hands (makes) the wish(-granting ges- 
ture), the (gesture of) protection (and) holds two lotuses, who is on a golden 
throne, (wears) a white garment, is the colour of the autumn moon (= white) 
(and) is adorned with ornaments. 


Attributes 
R wish-granting gesture, lotus; L gesture of protection; lotus 


146 The text is as follows: 
namdami Sitalam devim rdsabhastham digambarim / 
marjanikalaSopetam Siirpdlamkrtamastakdm // 

147 Metre: Upajati. 
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Remarks 
Svapne$vari, “the lady of dreams,” like 58 (Svapna-) Varahi, owes her name 
to the belief that she will advise her devotee in his dreams (svapna) (7.60). A 
similar description appears in SVT 2, p. 395, 23 (quoting the Bhiitadamara). It is 
unclear, without an iconographic description, whether this goddess is identical 
to Svapnavati, who is mentioned in Niruttaratantra 1.8 among the goddesses 
who belong to the lineage/family of Sri (Srikula) whose mantra is explained in 
Yoginitantra 7.3-9. 

The drawing in T1, p. 103 and T2, p. 180 (= 36) corresponds to the MM’s 
description and shows the goddess seated on a throne. She makes the common 
pair of gestures with her front hands and has the two lotuses in her back hands. 


37 Matangi 


Text 
ghana$yamalangim sthitam ratnapithe 

Sukasyoditam §rnvatim raktavastram | 
surdpadnamattam sarojasthitam Srim 

bhaje vallakim vadayantim matangim'* //7.70'*? 


Translation 

I worship Matangi, Sri (Sarasvati), whose body is darkish like a (rain) cloud, 
who is on a jewelled throne, listens to the talk of the parrot, (wears) a red gar- 
ment, is intoxicated from the drinking of liquor, is on a lotus (and) plays the 
lute (vallaki). 


Attribute 
lute (vallaki) 


Remarks 

Descriptions 37 and 49 present two forms of Matangi, who appear in differ- 
ent contexts. They differ in the colours of their garments (red in 37 and blue 
in 49) and in that 37 is accompanied by a parrot. 49 Matang? ts partially iden- 
tified with Laghusyama, while 37 Matangi is an independent form. The name 


148 The syllable ma is shortened here for metrical reasons. 
149 Metre: Bhujangaprayata. 
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Matangi refers to a woman of very low social status, comparable to a Canda- 
la woman. Consequently the mantra of 37 Matangi, whose seer is said to be 
Matanga, addresses the goddess as Ucchistacandalint, “the Candalini (1.e., the 
casteless woman) (fond) of the polluted.” The mantra of 49 uses the same ad- 
dress, but its seer is specified as Madana. The name Ucchistacandalini was ear- 
lier used as an epithet of 16 Sumukhi, who has a different iconographic descrip- 
tion. 

The second and third quarters in the stanza above repeat the sibilants § and s 
as a poetic omament. Similar descriptions of Matangi are found in ST 12.128, 
SVT 2, pp. 361, 25 — 362, 7 (“based on the Saradatilaka”); 2, p. 383, 26-27 
(from “another Tantra”), NP 1.87.128-130ab and STN 1.79 (quoting the Sya- 
malakalpa’s description of Rajamatangi). 

Matangi’s name also suggests an association with elephants (matanga). 
A drawing from a Nepalese sketchbook reproduced in Blom 1989, no. 67 
shows the goddess holding an elephant skin behind her back; her male partner 
Matanga has five faces, two of which are elephant faces. Another characteristic 
attribute in this context is the elephant goad (arikuSa). The Todalatantra 1.15 
classifies the goddess as the female counterpart of Matanga/Matanga, a form of 
Siva. In the Kalika-Purana, however, Matangi is the wife of the sage Matanga 
and, according to the Brahmayamalatantra, the daughter of Matanga (Shastri 
1994: 129). Matanga is also the name of a place, identified variously with 
Matangasrama at Bakraur on the Phalgu river opposite Bodhgaya, or with 
Srigaila, Andhra Pradesh, or with Maher, Bangladesh (Pal 1981: 22-23). The 
name Matangi could also designate the goddess of/belonging to Matanga. 
Matangi is also associated with Sarasvati because of their common attribute, 
the lute (vind). 

The goddess became part of the group of the Mahavidyas and is frequently 
represented in art. An unpublished Nepalese painting from a book of paint- 
ings, dated 1765 and preserved in the Bharat Kala Bhavan, Varanasi, no. 10054, 
shows her seated on a lotus and holding the lute; the parrot is absent. A Pahari 
painting of the goddess in the Mahavidya series by the poet-painter Mola Ram 
(1760-1833) of Srinagar, Garhwal, dated 1811, also preserved in the Bharat 
Kala Bhavan, Varanasi, no. 113119 (= 37b), shows the goddess holding the lute 
and the parrot and seated on a lotus in a pavilion surrounded by a lake or per- 
haps the Ocean of Liquor (see 49 Matangt). '°° A painting from the illustrated 


150 A similar Pahari painting from a Mahavidya series shows Matangi with the vind and the 
parrot, and is reproduced in Bharany 1984: 93. A painting in the style of the Mysore school 
of art of Rajamatangi playing the vind by Y. Sundaryya (nineteenth century) is reproduced 
in Rao/Sastry 1980, no. 24 (black and white). 
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manuscript of the STN, SA. 852, folio 34a (= 37c) shows the goddess seated in 
the sportive royal posture (mahdrdajalildsana) and playing the lute as the parrot 
listens. A scroll painting (patacitra) from Orissa shows the goddess with four 
arms, two holding the lute and the others holding the parrot and the moon digit 
(cf. also the ganjifa playing-card-style painting in Das 1978 [unnumbered]). 
An iconographically different form of Matangt appears in TS, p. 291, 15-16 
(quoting the VamakeSvaratantra), in which the goddess holds a sword, a shield, 
a noose and a goad. This iconographic type is reflected in a drawing from a 
Nepalese sketchbook reproduced in Blom 1989, no. 67 (in which the goddess 
holds an elephant skin behind her back) and in a drawing in the printed edition 
of the PuraScaryamava’s appendix Dhyeyadevatacitrani, p. 27 (= 37d); the pairs 
of attributes, the sword — the shield and the goad — the noose, are inaccurately 
assigned so that the sword and the goad are in the goddess’s back hands and the 
noose and the shield in her front hands. 

The drawing in T1, p. 104 and T2, p. 182 (= 37a) shows the goddess on a 
throne playing the lute; next to her is a parrot. 


38 Banest 


Text 

udyadbhasvatsamnibha raktavastra 
nanaratnalamkrtangi vahaniti / 

hastaih pasam cankugam cdpabadnau 
banesi nah kamapiirtim vidhattam |/ 7.97'>' 


Translation 

May Banesi bring about the fulfilment of our desires, who is the colour of the 
rising sun, (wears) a red garment, whose body is adorned with various gems 
(and) who holds with (her) hands a noose and a goad, a bow and an arrow. 


Attributes 
R arrow, goad; L bow, noose 


Remarks 
The goddesses 38 Banesi, 39 KameSvari and 61 Tripurasundari, even though 
identified with different mantras, hold the same attributes. Forms 38 and 39 


151 Metre: Salini. 
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seem almost identical and subordinate to 40 (Tripura) Bala, in whose nydsa 
rite they appear in MM 8.12-13. Banesi is most likely identical to Paficaba- 
nesvari, “mistress of PaficabaneSvara (i.e., the lord of the five arrows)” or Ka- 
madeva, the love god, whose yantra is described in MT 33.249-253. The five 
(flower) arrows (bana) are Kamadeva’s characteristic attribute. Banesi as de- 
scribed above holds a regular bow and an arrow, unlike 39 Kamesvari, who has 
a sugarcane bow and most likely a flower arrow. Banesi 1s worshipped in order 
to find a bride and is connected to the rite of magical subjugation (vastkarana) 
(7.104—107). Her attributes, the goad and the noose, are frequently associated 
with subjugation. 

The drawing in T1, p. 105 and T2, p. 187 (= 38) corresponds to the MM’s 
description and shows the goddess in the Glidha stance ready to shoot an arrow. 


39 Kamesvari 


Text 
pasdankusav iksufardsabadnau 

karair vahantim arunamSsukadhyam / 
udyatpatangabhirucim manojndm 

kameSsvarim ratnacitam pranaumi // 7.109 '°? 


Translation 

I praise KameSvari, who holds with (her) hands a noose, a goad, a sugarcane 
bow and an arrow, is adorned with red garments, is the colour of the rising sun, 
is beautiful (and) covered with gems. 


Attributes 
R goad, arrow; L noose, sugarcane bow 


Remarks 

This description of KameSsvari/Kamesi, also called Madane$vari (25.109d), the 
consort of Kamadeva/Madana, is very similar to that of 38 Banesi and subordi- 
nate to 40 (Tripura) Bala. The goddess holds Kamadeva’s characteristic sugar- 
cane bow and (most likely a flower) arrow and the pair of attributes, the goad 
— the noose, often associated with subjugation (vasikarana). A description of 


152 Metre: Upayati. 
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a six-faced, twelve-armed KameSvari appears in Kalika-Purana 68.12ff. (Van 
Kooi 1974: 167). 

Several paintings of KameSvari with KameSvara have come to my atten- 
tion. A painting from Nepal, preserved in the Bharat Kala Bhavan, Varanasi, 
no. 10054 (= 39b), dated 1765, shows KameSvari with Kamesvara seated on 
the five-faced Siva. The goddess is labelled Sodasi and is thus identified with 
Tripurasundari, while the god is labelled Kamadeva. They hold the same at- 
tributes, the goad and five arrows in their right hands and the noose and the bow 
in their left hands. A Pahari painting of an androgynous Kameévari is repro- 
duced in Bharany 1984: 123. A traditional painting of the Mysore school of art 
by Y. Sundaryya (nineteenth century), labelled KamakameSvari and reproduced 
in Rao/Sastry 1980, no. 23 (black and white), shows the goddess on the de- 
ity’s lap, while Kamesvara is seated on the parvicapretdsana, a throne formed by 
five corpses, viz., SadaSiva serving as the cushion and the lower gods, Brahma, 
Visnu, Rudra and Iévara as the legs of the throne. 

The drawing in T1, p. 106 and T2, p. 190 (= 39a) corresponds to the MM’s 
description and shows the goddess with a parrot on her left shoulder seated on a 
throne ready to shoot an arrow. The drawing differs from the one for 38 BaneSsi 
in that it clearly shows Kamadeva’s attribute, the sugarcane bow. The arrow is 
not made of a flower. 


40 (Tripura) Bala | 


Text 

raktambaram candrakalavatamsam 
samudyadadityanibham trinetram / 

vidyaksamalabhayadanahastam '>° 
dhyayami balam arunambujastham |/ 8.15 '>4 

Translation 

I meditate on Bala, who (wears) a red garment, (bears) the moon digit as (her) 

head ornament, is the colour of the rising sun, has three eyes, whose hands 

(hold) a manuscript, a rosary (and make the gestures of) protection and wish(- 

granting) '°> (and) who is on a red lotus. 


153 With LU, MMA, °dama’ B, T. 
154 Metre: Upajati. 
155 B and T read dda (“a garland’) instead of dana (‘the wish[-granting gesture]’’). 
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Attributes 
R rosary, wish-granting gesture; L manuscript, gesture of protection 


Remarks 
Descriptions 40-48 present different forms of the goddess Tripura Bala, who is 
worshipped to attain specific objectives. Forms 45-47 are at the same time con- 
sidered personifications of the three syllables of the goddess’s mantra, aim klim 
sauh. Bala, the young woman or maiden, is usually considered a form of the 
goddess Tripurasundari (see 61), “the beautiful woman of Tripura,” worshipped 
in the §ricakra. The meaning of the word Tripura has been interpreted in differ- 
ent ways. According to some authorities the goddess is called Tripura (“‘of the 
three cities’’) since she is the consort of Siva in his form as Tripura(-antaka), 
“(the destroyer of) the three cities (built by Asuras).” Others attribute her name 
to the goddess’s being threefold. '°° Bala holds the pair of attributes, the rosary — 
the manuscript, characteristic of Sarasvati and Brahma, as well as the common 
pair of gestures. 40 (Tripura) Bala 1, worshipped to obtain wealth and learning 
(8.33), is also described in ST 12.82 (quoted in STN 1.127); she holds the same 
attributes as 3 Gir (Sarasvati) and Tripurabhairavi. The latter is described in PS 
9.8 and ST 12.31!” and 12.82 and NP 1.86.16cd-17ab and 1.87.60ab-61. She, 
however, is a fierce goddess wearing a garland of heads around her neck. The 
goddess “Bala Sundari” has a shrine at Tilokpur in district Nahan, Himachal 
Pradesh (Chaudhury 1981: 126'°° and Erndl 1993: 150), and a “seat” (pitha) 
at Balhom (Balasrama), a village north-east of Pampar (Padmapura) in the Vihi 
Pargana, Kashmir.'*? She is reported to be a popular family deity in the area 
surrounding Nahan, Himachal Pradesh (Erndl 1993: 115), and of Kashmirian 
Brahmins (Sanderson 1990: 48, note 79). The goddess was also worshipped in 
Mandi State. ' A Pahari painting from Mandi, dating from the first half of the 
nineteenth century and published in Vaidya 1969, no. 73, shows the goddess 
seated on a lotus in a pavilion. A temple of Tripurasundari 1s also reported to 
be at Radhakishore Pur, Tripura (Chib 1992: 3). 

The drawing in T1, p. 107 and T2, p. 196 (= 40a) corresponds to the MM’s 
description, but the attributes are inaccurately distributed: the rosary and the 


156 For a discussion of several sources, see Khanna 1986: 84-86 and Brooks 1992: 76-79. 

157 The verse is quoted in SVT 2, pp. 323, 29 — 324, 3, TS, p. 178, 23-25 and STN 1.125. 

158 According to Chaudhury the icon resembles a stone /i7iga without clearly visible icono- 
graphic attributes. 

159 Cf. Rajatarangini, translated by Stein 1900, volume 2: 459 and Sanderson 1990: 48, note 
79. 

160 For further information, see Mandi Gazeteer 1920, quoted in Archer 1973, volume 1: 344. 
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gesture of protection are in the goddess’s back hands; the wish-granting ges- 
ture and the manuscript are in her front hands. In a similar line-drawing repro- 
duced from Ganapathi Sthapati 1981: 136+ , no. 79 (= 40b) the goddess holds 
the rosary and the manuscript in her back hands and the pair of gestures in her 
front hands. In keeping with the South Indian tradition (cf. Jouveau-Dubreuil 
1937: 128-129), the gesture of protection is in her nght hand and the wish- 
granting gesture in her left. This distribution of attributes is also seen in the 
painting from the illustrated manuscript of the Sritattvanidhi, preserved in the 
Oriental Research Institute of the University of Mysore, no. SA. 852, folio 39a 
(= 40c). 


41 Bala 2; for wealth 


Text 

matulingapayojanmahastam kanakasamnibham / | 
padmdsanagatam balam laksmipraptau vicintayet // 8.43 '°' 

Translation 

For attaining wealth one should think of Bala, whose hands (hold) the fruit of 
the citron tree and a lotus, who is a golden colour (and) is on a lotus seat. 


Attributes 
R fruit of the citron tree; L lotus 


Remarks 

Descriptions 40-48 present forms of (Tripura) Bala (see 40). These forms are 
worshipped to attain specific objectives, as in the case of 41 Bala 2 who is wor- 
shipped to attain wealth. The attributes and the colour of 41 Bala 2 differ from 
the previous form of the goddess, but her mantra, yantra and the ny4@sa rites 
are identical. The fruit of the citron tree with its many seeds functions here as 
a symbol of wealth. '® It is usually a symbol of fertility and creative power. 


161 Metre: Anustubh. 
162 Cf. also De Mallmann 1963: 264. 
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42 Bala 3; for knowledge 


Text 
varapiyusakalaSapustakabhitidharinim / 
sudham sravantim jriandptau brahmarandhre'® vicintayet // 8.44'% 


Translation 

For the acquisition of knowledge one should think of (Bala) in the brah- 
marandhra, '® who (makes) the wish(-granting gesture), holds a nectar vessel 
(and) a manuscript, (makes the gesture of) protection (and) sheds nectar. 


Attributes 
R wish-granting gesture, nectar vessel; L gesture of protection, manuscript 


Remarks 

The above form of Bala is worshipped for knowledge, which is symbolically 
expressed by the manuscript. The goddess is visualized in the devotee’s brah- 
marandhra as pouring nectar from a vessel held in one of her hands: the nectar 
then fills his body. ' Forms 42 and 43 of Bala hold the same attributes, but 
details differ. 


43 Bala 4: for removal of diseases 


Text 
Suklambaram Sasankabham rogana$e smarec chivam | 
akaradiksakarantavarnavayavarupinim // 8.45 167 


Translation 

For the removal of diseases one should recall the benevolent one/consort of 
Siva (Siva), who (wears) a white garment, is the colour of the moon (and) whose 
limbs have the form of the syllables from a to ksa. 


163 With LU, MMA, °dham B. 

164 Metre: Anustubh. 

165 The brahmarandhra, “the opening of brahman,” is a small opening in the skull near the 
fontanel; its name is derived from beliefs recorded in the older Upanisads that the atman 
can leave the body through this opening to unite with the brahman. 

166 Fora similar visualization of the goddess Para pouring the nectar of life, cf. Sanderson 1990: 
35. Para, however, is seated on a lotus above the worshipper's head. 

167 Metre: Anustubh. 
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Attributes !°° 
R wish-granting gesture, nectar vessel; L gesture of protection, manuscript 


Remarks 

This form of Bala, worshipped to cure diseases, is assigned the same attributes 
as the previous form in Mahidhara’s autocommentary. Her colour (unspecified 
in 42) is white and her limbs consist of the letters of the Sanskmit alphabet. The 
goddess’s description (except for the use of the attribute nectar vessel instead 
of the rosary) is very similar to that of 3 Gir (Sarasvati), goddess of speech. 


44 Bala 5; for subjugation 


Text 
srnipasadharam devim ratnalamkarabhasitam / 
prasannam arundm dhyayed vasikaranasiddhaye |/ 8.46 '®° 


Translation 
For success in subjugation one should meditate on the goddess, who holds a 
goad and a noose, is adorned with gem ornaments, is gracious (and) red. 


Attributes 

R goad; L noose 170 

Remarks 

This form of Bala is connected to rites of magical subjugation (vasikarana), 
whose characteristic pair of attributes, the noose — the goad, she holds (see also 
46 Bala). The iconography is similar to that of 51 Trailokyamohant Gauri, who 
is associated with the same nite. 


168 The attributes are not mentioned; according to Mahidhara's commentary they are the same 
as in 42. 

169 Metre: Anustubh. 

170 The distribution of attributes is specified in Mahidhara’s autocommentary. In the printed 
text of the commentary I read with LU, ankuSo dakse (“the goad is in the right’’), since this 
indicates the regular position of the attribute in the hands. The text in B, paso dakse (“the 
noose is in the right’), is most likely based on a misreading of the manuscript. 


136 2 The Deity Descriptions 
45 Bala 6; for eloquence 


Text 
vidyaksamalasukapdalamudra- 

rajatkaram kundasamanakantim / 
muktaphalalamkrtisSobhitangim 

balam smared vanmayasiddhihetoh |/ 8.48!" 


Translation 

For the achievement of eloquence one should recall Bala, whose hands are shin- 
ing with a manuscript, a rosary, a beautiful skull and the gesture (of knowl- 
edge), '’* who is the colour of the jasmine flower (= white) (and) whose body 
is adorned with pearl ornaments. 


Attributes 
R rosary, gesture of knowledge; L manuscript, skull 


Remarks 

This form of Bala is the personification of the seed syllable of speech (vagbi- 
ja), aim, the first syllable of the three-syllabled Bala mantra, aim klim sauh. It is 
for this reason that this form of the goddess is worshipped for eloquence. The 
pair of attributes, the rosary — the manuscript, and the gesture of knowledge 
complement a goddess of speech and learning; however, it is hard to explain 
the appearance of the skull, which is usually an attribute of fierce deities. The 
gesture of knowledge (jiGnamudra) is briefly explained in MM 12.76 as the 
joining of the thumb and index finger. Forms 46 and 47 are personifications of 
the remaining two seed syllables of the Bala mantra. 


46 Bala 7; for subjugation 
Text 


bhajet kalpavrksaddha uddiptaratna- 
sane samnisannam madaghurnitaksim / 


171 Metre: Indravajra. 
172 Mahidhara’s autocommentary specifies the gesture as “the gesture of knowledge” (jna- 
namudra). 


47 Bala 8; for prosperity, knowledge and fame 137 


karair bijapiiram kapadlesucapam 
sapasankusam "73 raktavarnam'"* dadhanam |/ 8.51!" 


Translation 

One should worship (Bala), who is seated on a shining jewelled throne under a 
wish-granting tree, who rolls her eyes with intoxication, holds with (her) hands 
the fruit of the citron tree, a skull, an arrow, a bow, is (endowed) with a noose 
and a goad (and) is a red colour. 


Attributes 
R fruit of the citron tree, arrow, goad; L skull, bow, noose 


Remarks 

This form of Bala is considered the personification of the seed syllable of desire 
(kamabija), klim, which is the second of her three-syllabled mantra, aim klim 
sauh. The goddess is worshipped in rites of magical subjugation (vasikarana) 
(8.53), and she possesses the characteristic set of attributes, the noose — the 
goad, and the colour red which are associated with these rites (cf. also forms 
44 and 51). 

The drawing in T1, p. 109 and T2, p. 204 (= 46) corresponds to the MM’s 
description and shows Bala seated on a throne. The pair of attributes, the goad — 
the noose, is inaccurately distributed so that the goad appears in her back hand 
and the noose in her front hand. 


47 Bala 8; for prosperity, knowledge and fame 


Text 
vyakhyanamudramrtakumbhavidyam 

aksasrajam samdadhatim karagraih / 
cidripinim §aradacandrakantim 

balam smaren mauktikabhisitangim // 8.54 176 


173 °$am LU, MMA. 

174 With LU, °nam B, MMA. 
175 Metre: Bhujangaprayata. 
176 Metre: Indravajra. 
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138 2 The Deity Descriptions 


Translation 

One should recall Bala, who (makes) with (her) fingers the gesture of text- 
exposition (vyaGkhyaGnamudra), holds a nectar vessel, a manuscript (and) a 
rosary, who has the form of consciousness, is the colour of the autumn moon 
(= white) (and) whose body is adorned with pearls. 


Attributes 
R gesture of text-exposition, rosary; L nectar vessel, manuscript 


Remarks 

This form of Bala is the personification of her seed syllable, sauh, the third syl- 
lable of the three-syllabled Bala mantra, aim klim sauh. The goddess 1s wor- 
shipped to obtain prosperity, knowledge and fame. Her association with knowl- 
edge 1s signalled by her attributes. A similar iconographic description Is given 
in a hymn (stotra) to Tripura, ST 12.85. 

The drawing in T1, p. 108 and T2, p. 202!’ (= 47) shows the goddess ina 
standing posture with the rosary and the vessel in her back hands and the ges- 
ture and the manuscript in her front hands. Mahidhara does not describe the 
gesture of text-exposition (vyakhyanamudra). The artist portrays it as the ges- 
ture of knowledge (jfidnamudra), which is briefly explained in MM 12.76 as 
the joining of the thumb and index finger (cf. also illustration 80a). This iden- 
tification of the gesture is also confirmed by Raghavabhatta’s two descriptions, 
p. 358, 21-23 on ST 6.4 and p. 405, 20-22 on ST 7.82.!78 


48 Bala 9; for prosperity 


Text 
pasankuSau pustakam aksasittram 
karair dadhanaé sakalamararcyé | 


177 The drawing erroneously bears the title vagbijadevatd, “the deity of the speech seed sylla- 
ble,” as if illustrating 45. 

178 According to Rao 1914-1916, volume 1: 17, however, the vyadkhydnamudrd is identical to 
the cinmudrd. It is formed by joining the thumb and index finger, while the other fingers 
are kept open and the palm faces the observer (cf. also illustration //a, row 8, no. 2 from 
the left for this interpretation of the cinmudra). Rao 1914-1916, volume 1: 18 explains the 
jfidnamudra as the joining of the middle finger and thumb, as the hand 1s placed near the 
heart with the palm turned towards the heart. 


49 Matangi (Laghusyama) 139 


rakta trinetrd SaSiSekhareyam 
dhyeyakhilarddhyai tripuratra bald // 8.98!” 


Translation 

For complete prosperity one should meditate here on this Tripura Bala, who 
holds with (her) hands a noose, a goad, a manuscript (and) a rosary, who is to 
be worshipped by all immortals, is red, has three eyes (and bears) the moon 
(digit) as (her) head ornament. 


Attributes 
R goad, rosary; L noose, manuscript 


Remarks 
This is the last form of Tripura Bala presented in the text. The goddess holds 
Sarasvati’s attributes, the manuscript and the rosary, and is worshipped to at- 
tain specific objectives, particularly prosperity. This form of Tripura is also de- 
scribed in the Vivarana commentary, p. 132, 14 on PS 9.8. 

The drawing in T1, p. 111 and T2, p. 216 (= 48) corresponds to the MM’s 
description and shows the goddess seated on a lotus. 


49 Matangi (Laghusyama) 


Text 

...matangim asane smaret | 
surarnavantaripastharatnamandiramadhyage // 8.118b—d'*° 
mdnikyabharananvitam smitamukhim nilotpalabhambaram '°' 

ramyalaktakaliptapadakamalam netratrayollasinim / 
vinadvadanatatparam suranatam kiracchadaSyamalam 

matangim SaSiSekharam anubhajet tambilaparnananam // 8.119 '** 
Translation 
...One should recall Matangi on a seat in the centre of a jewelled palace situated 
on an island in the Ocean of Liquor. 


179 Metre: Upayjati. 

180 Metre: Anustubh. 

181 °labhdm vardm MMA. 
182 Metre: Sardilavikridita. 


140 2 The Deity Descriptions 


One should worship Matang!, who is endowed with ruby ornaments, has 
a smiling face, whose garment is the colour of the blue lotus, whose lotus-like 
feet are anointed with pleasing red lac, who is shining with three eyes, 1s eagerly 
engaged in playing the lute (vind), is bowed to by the gods, ts darkish like the 
feathers of a parrot, (bears) the moon (digit) as (her) head ornament (and) whose 
mouth is filled with betel. 


Attribute 
lute (vind) 


Remarks 
Matangi, who was already described in 37, appears here in the context of the 
worship of Laghusyama, with whom she seems partially identified. In contrast 
to the form of the goddess in this description, the form addressed in 37 wears 
a red garment and is accompanied by a parrot. Form 49 is said to reside in the 
Ocean of Liquor (suradrnava, suroda), which is one of the seven oceans (Kirfel 
1920: 57, 114, 125). Matangi is worshipped for the acquisition of wealth. Kula- 
mavatantra 7.60- 61 provides us with a description of the goddess Trailokyamo- 
hint Ucchistamatangi, who seems to be identical to the above goddess. 

T1, p. 112 and T2, p. 221 provide the same drawing as for 37 Matangi (= 
37a). 


50 Annapima 


Text 

taptasvarnanibhda SaSankamukuta ratnaprabhabhasura 
nanavastravirdajita trinayana bhimitramabhyam yuta / 

darvim '®3 hatakabhajanam ca dadhati ramyoccapinastani 
nrtyantam '®4 givam akalayya mudita dhyeyannapirnesvari // 9.7 '®5 


Translation 

One should meditate on the lady Annapiirna, who is the colour of purified gold, 
(bears) the moon (digit) on (her) tiara, blazes with the lustre of gems, shines 
with various garments, has three eyes, is accompanied by Bhumi and Rama 


183 wr LU. 
Ik4 nitvam tam MMA. 
IkS Metre: Sardulavikridita. 


50 Annapurna 14] 


(Sri), holds a ladle and a golden vessel, has beautiful, high and full breasts (and) 
rejoices in watching the dancing Siva. 


Attributes 
R ladle; L golden vessel 


Remarks 
The very popular goddess Annapurna, “rich in food,” 1s considered an aspect 
of Parvati. She is described here in the company of Bhimi (written Bhiimi else- 
where), the goddess of the earth, and Sri/Laksmi. Both Bhiimi and Sri are usu- 
ally Visnu’s consorts. In description 62 they accompany Gopala (Hari) and they 
appear independently in 53. Annapurna, carrying attributes indicative of food 
and prosperity, is watching the dancing Siva. A similar description of Annapi- 
ma (with or without Siva, Bhimi and Sri and without mention of her attributes) 
is found in PS 34.56 (quoted in PSSS, p. 896, 16-17 and SR 2.24.75), ST 10.110 
(quoted in TS, p. 85, 5—7), NP 1.86.68cd—69ab, MT 23.234—237 (here Annapi- 
ma is dancing) and TS, p. 190, 15-21 '86 and TR 34.37-39 (quoted in SVT 
2, p. 128, 26-28). According to NP 1.86.74cd, Bhii(devi) and Sri are to the 
goddess’s left and right sides respectively. Daksinamirti-Samhita 31.17—22 de- 
scribes Annapiimd on a throne, which is decorated with wish-granting trees on 
the Jewelled Island/Continent, Ratnadvipa (a variant for Manidvipa), located in 
the Ocean of Sugarcane Juice. This contradicts Devibhagavata-Purana 12.10- 
12 and Saundaryalahari, verse 8, according to whose descriptions the Jewelled 
Island/Continent, abode of Tripurasundari, is located in the Ocean of Nectar. 
Annapima makes the wish-granting gesture and the gesture of protection, or 
alternatively, holds a golden ladle in her right hand and a vessel with milk rice in 
her left. Some texts include the goddess in the group of Mahavidya goddesses. 
The drawing in T1, p. 113 and T2, p. 228 (= 50a) shows the goddess (instead 
of Siva) dancing, most likely based on an erroneous interpretation or a corrupt 
reading of the Sanskrit text. The four-armed Siva in the form of a mendicant 
(bhiksatanamiarti) is standing in front of her, holding the drum, the fire vessel, 
the trident and the (water) vessel, while Bhimi and Sri are to the goddess’s left. 
The eighteenth-century Pahari painting from Kangra, preserved in the Museum 
& Art Gallery, Chandigarh (= 50b) and also reproduced in Panthey 1987, colour 
plate 14, corresponds to the MM’s description. The naked Siva is dancing in 
front of the goddess; Bhim! and Sri are absent. 


186 The goddess is classified as Annapirna Bhairavi. The description is similar to the one in 
SVT 2, p. 208, 23-26 and pp. 331, 28 -— 332, 1. 


142 2 The Deity Descriptions 
51 Trailokyamohini Gauri (Siva) 


Text 
girvanasamghdarcitapadapankaja- 

runaprabha balaSasankaSekhara / 
raktambaralepanapuspayun mude 

srnim sapasam dadhati sivastu nah'*" // 9.36 '8° 


Translation 

May Siva bring about our happiness, whose lotus-like feet are worshipped by 
groups of gods, who is a red colour, (bears) the waxing moon as (her) head or- 
nament, (wears) a red garment, red ointments and flowers (and) holds a goad 
along with a noose. 


Attributes 
R goad; L noose 


Remarks 

Trailokyamohini Gauri, “Gauri who deludes the threefold world (with her ma- 
ya)” (9.33), is a form of Siva’s consort (Siva) associated with rites of magi- 
cal subjugation (vasikarana). She holds the pair of attributes, the goad — the 
noose, characteristic of magical subjugation. In the composite form of Gauri/ 
Parvati and Siva described in 104, the left side, representing Gauri, bears at- 
tributes identical to those in this description. Rao 1914-1916, volume 1: 366 
(quoting the ViSvakarmasastra) describes Bhairavi similarly. For a similar de- 
scription of Gauri, see PS 34.38 (quoted in PSSS, p. 893, 6-9). 

The drawing in T1, p. 114 and T2, p. 236 (= 5/) shows the goddess standing 
on a lotus worshipped by two gods, one on either side of her. In addition to 
the described attributes she makes the gestures of protection (right) and wish- 
granting (left) with two other hands. 


52 Jyesthalaksmi 
Text | 
udyadbhaskarasamnibha smitamukhi raktambardlepana 
satkumbham dhanabhdajanam srnim atho pasam karair bibhrati | 


187 vah LU, MMA. 
188 Metre: Padmanidhi (Nandini). 


53 Bhimi and Sn 143 


padmasthaé kamaleksana drdhakuca saundaryavaramnidhir 
dhydtavya sakalabhilasaphalada Srijyesthalaksmir iyam // 9.58 '°? 


Translation 

One should meditate on this noble Jyesthalaksmi, who is the colour of the nsing 
sun, has a smiling face, (wears) a red garment and red ointments, who holds 
with (her) hands a beautiful vessel, a vessel of money, a goad and a noose, who 
is on a lotus, the lotus-eyed one, whose breasts are firm, who is an ocean of 
beauty (and) grants the fruit of all desires. 


Attributes 
R vessel of money, goad; L vessel, noose 


Remarks 
Jyesthalaksmi (also spelt Jyesthalaksmi), “the eldest Laksmi,” sometimes 
called Adilaksmi, “the primeval Laksmi,” is a form of the widely-known 
goddess Laksmi/Sri. She seems to be identical to Sri/Laksmi, who accom- 
panies 50 Annapiirna and is described together with Bhimi in 53. She is 
unrelated to the physically unattractive Dhimavati, also called Jyestha in 33. 
The goddess is worshipped as a bestower of wealth, which is indicated by the 
money vessel. A similar description is found in SVT 2, p. 215, 22-23 (quoting 
the Sarasamgraha) and (almost identical) in MT 23.1351—1352. According to 
these texts, one of the two vessels is filled with nectar. 

The drawing in T1, p. 115 and T2, p. 241 (= 52) corresponds to the MM’s 
description. 


53 Bhimi and Sn 


Text 

...atha'!® dugdhabdhau svarnadvipe'*' tu te smaret // 9.69cd'* 
kalpadrumadho manivedikayam 

samasthite vastravibhisanaahye / 


189 Metre: Sardilavikridita. 
190 With LU, apa B. 

191 With LU, °dipe B. 

192 Metre: Anustubh. 


144 2 The Deity Descriptions 


bhimisriyau varichitadanadakse'** 
samcintayed devamunindravandye //9.70'”* 


Translation 
... Then one should recall the two on the Golden Island/Continent (svarnadvi- 
pa) in the Milk Ocean. 

One should think of Bhimi and Sri, who are in a jewelled pavilion under a 
wish-granting tree, are adorned with garments and ornaments, skilled in giving 
what is desired (and) are to be worshipped by the gods and best sages. 


Attributes 
not mentioned 


Remarks 
Bhiimi, the earth goddess, and Sri/Laksmi, the goddess of wealth, are consorts 
of Visnu and paired with 62 Gopala (Hari). They accompany 50 Annapiima and 
are described here independently, though in connection with her as presiding 
deity of the food (anna) mantra.!® According to NP 1.86.74cd, Bhii(devi) is 
stationed to the left and Sri to the right of Annapirna, who is considered an in- 
carnation of Laksmi. The two goddesses reside in the Golden Island/Continent 
(svarnadvipa)'*° in the Milk Ocean. Their iconographic attributes are unspec- 
ified. For a similar description, see PS 34.53 (quoted in PSSS, p. 896, 4—7 and 
SR 2.24.74). 

The drawing in T1, p. 116 and T2, p. 244 (= 53) shows Bhumi seated on 
a platform under a tree making the gesture of protection (right) and the wish- 
granting gesture (left). Sri is standing to her right holding a lotus in either back 
hand, while her front hands are empty. Two ascetics and a female attendant are 
worshipping to her left. 


193 Suggested emendation, varichitavama’ B, LU. 

194 Metre: Upajati. 

195 According to the MM, Bhiimi and Sri are aspects of another form of Laksmi, namely Va- 
sudha-(“treasure granting’’/‘earth’) Laksm1. 

196 In the PS’s description the island/continent Is said to be made of gold. Svamadvipa may 
therefore not necessarily be used as a proper name here. 


ar 


54 Kubera 145 
54 Kubera 


Text 

homakale kuberam tu cintayed agnimadhyagam // 9.81cd 
dhanapiirnam svarnakumbham tatha ratnakarandakam // 9.82'?' 
hastabhyam bibhratam '”® kharvakarapadam ca tundilam / 
vatadhastad ratnapithopavistam susmitananam |/ 9.83 '?? 


Translation 

And at the time of the fire sacrifice (homa) one should think of Kubera as being 
in the fire, who holds with (his) hands a golden vessel filled with money as well 
as a basket of jewels, who has dwarfish hands and feet and a protruding belly, 
is seated on a jewelled throne under a vata (tree and) has a pleasantly smiling 
face. 


Attributes 
R basket of jewels; L golden vessel of money 


Remarks 
The above description addresses the god of treasures, Kubera, “the ill-shaped 
one (?).” The Indian tradition divides the name into the two parts ku-bera. 
The etymology of the word, which is also written as Kuvera, is uncertain 
(Mayrhofer 1956-1980, volume 1: 231). In the mantra, Kubera is identified 
with Vaisravana, the guardian of the northern direction. Kubera is described 
in the context of a fire sacrifice (homa), performed with twigs of the vata (i.e., 
banyan or fig[-tree]), in order to obtain wealth. This rite concludes the worship 
of Bhii(devi) and Sri, who are described in 53. For a similar description, see 
PS 34.58 (quoted in PSSS, p. 908, 5—8), in which Kubera is accompanied by 
Sankhanidhi and Padmanidhi. Kubera, originally the leader of the Yaksas, 
is described as corpulent with dwarfish limbs, holding attributes which are 
indicative of money and wealth. The deity is again addressed in 83 as Dhanada, 
giver of money and wealth, but is making the wish-granting gesture and holds 
a mace. 

The drawing in T1, p. 117 and T2, p. 247 (= 54) corresponds to the MM’s 
description, but the attributes are transposed. 


197 This verse consists of only two pddas in the VenkateSvar Press edition. 
198 With LU, viplutam B, MMA, 72. 
199 Metre 9.81cd—9.83: Anustubh. 


146 2 The Deity Descriptions 
55 Pratyangira | 


Text 
asambarda muktakaca ghanacchavir 
dhyeyad sacarmasikarahibhisana / 
damstrogravaktra grasitahitanvaya 
pratyangird Samkaratejaserita // 9.91? 


Translation 

One should meditate on Pratyangira, who 1s naked, whose hair is dishevelled, 
who is the (dark) colour of a (rain) cloud, whose hands are endowed with a 
shield and a sword, who has snakes as ornaments, whose mouth is terrible be- 
cause of (its) fangs, who devours families of enemies (and) is elevated by Sam- 
Kara’s (Siva’s) lustre. 


Attributes 
R sword; L shield 


Remarks 

The MM presents two different forms of Pratyangira’?! (55 and 56), the god- 
dess associated with counter-magic. She is worshipped for the destruction, with 
the help of mantras and yantras, of the enemy’s magic directed against the wor- 
shipper (9.109). The thirty-seven-syllabled mantra employed in her worship 
(9.85-87ab)°” has a parallel in Brhaddevata 8.45a. In the above description the 
naked and fierce goddess seems to be associated with Siva. Pratyangira appears 
among the deities who belong to the lineage/family of Kali (kalikula) accord- 
ing to Niruttaratantra 1.6. Rao 1988-1992, volume 4: 107 identifies her with 
the goddess Krtya. Pratyangira has also been worshipped by the Jains (Goudni- 
aan 1978: 104). A six-armed Mahapratyangira forms part of the Vajrayana pan- 
theon and is described in SM, no. 202. °° 


200 Metre: Indravamsa. 

201 Liebert 1976: 227 renders the name as she “whose speech is averted” or, she who is “turned 
westward,” while Goudriaan 1978: 104 translates it as “counter-magic.” 

202 om hrim — yam kalpayanti no 'rayah kraram krtvam vadhiim iva / 
hram —brahmana apanirnudmah pratyak kartaram rcchatu — hrim om // 
“om hrim — The magical form which our enemies create like a young woman, the hornble 
one, hrdm, we push it back by means of the brahman; it should return and hit its creator — 
hrim om.” (translation by Goudriaan 1978: 105) 

203 The sadhana is found in two earlier collections, the *SadhanaSataka, no. 74, translated into 
Tibetan before 1111 CE, and the *SadhanaSatapaficasatka, no. 117. 


56 Pratyangira 2 147 


The drawing in T1, p. 118 and T2, p. 250 (= 55) corresponds to the MM’s 
description and shows the goddess in the dlidha stance. 


56 Pratyangira 2 


Text 

simharadhatikrsnam”™ tribhuvanabhayakrd”® rijpam ugram vahanti 
jvalavaktra vasandé navavasanayugam*”© nilamanyabhakantih / 

Stilam**’ khadgam vahanti nijakarayugale bhaktaraksaikadaksa 
seyam pratyangira samksapayatu*™ ripubhir nirmitam2” vo ’bhicaram // 
9.107719 


Translation 

May this Pratyangira destroy totally the (black) magic (abhicdra) created by 
your enemies, who rides a lion, has an extremely dark fierce form which fright- 
ens the threefold world, who is flame-mouthed, is wearing a pair of new gar- 
ments, is the colour of a sapphire, carries a spear/trident (and) a sword in her 
pair of hands (and) is uniquely competent in protecting (her) devotees. 


Attributes 
R sword; L spear/trident 


Remarks 

This second form of Pratyangira, the goddess of counter-magic, differs from 
the previous form in one of her attributes: the spear/trident substitutes for the 
shield; in addition the goddess is said to be seated on a lion. Pratyangira on a 
lion is also recorded in MT 23.1067. STN 1.65 (quoting the Pratyangirakalpa) 
records a different four-armed form of the goddess with a lion’s face, holding 
the skull, the spear/trident, the drum and the snake noose. This form is repre- 
sented in a line-drawing reproduced from Ganapathi Sthapati 1981: 136+, no. 
64 (= 56b). 


204 °krsnad LU, MMA, T2, °krsta T1. 

205 °bhavakrd MMA. 

206 With LU, MMA, naprava’* B. 

207 With LU, MMA, °/a B. 

208 With MMA, T, sampayatu B, samksayatu hi LU. 

209 °tdn no ’bhicaran MMA (instead of °tam vo 'bhicdram). 
210 Metre: Sragdhara. 


148 2 The Deity Descriptions 


The drawing in T1, p. 119 and T2, p. 253 (= 56a) corresponds to the MM’s 
description. 


57 Bagalamukhi 


Text 
sauvarndsanasamsthitam trinayanam pitamSukollasinim 
hemabhangarucim Safankamukutam saccampakasragyutam / 
hastair mudgarapd@Savajrarasanah sambibhratim bhisanair 
vyaptangim bagalamukhim trijagatam samstambhinim cintayet // 10.57" 


Translation 

One should think of Bagalamukhi, who is on a golden throne, has three eyes, 
is shining with a yellow garment, whose body colour is golden, who (bears) 
the moon (digit) on (her) tiara, is endowed with a garland of excellent campaka 
(flowers), holds with (her) hands a hammer/mace, a noose, a thunderbolt and an 
(enemy’s) tongue, whose body is covered with omaments (and) who paralyzes 
the threefold world. 


Attributes 
R hammer/mace, thunderbolt; L noose, (enemy's) tongue 


Remarks 

Bagalamukhi was originally a crane-faced goddess, her name being derived 
from bagald, meaning “crane” in Hindi, and connected to Sanskrit baka/bala- 
ka “‘crane.”?'* Balaka, “the crane,” is also the name of one of sixteen female 
powers (Sakti) surrounding the goddess in her yantra (10.10a). There is no ref- 
erence to the goddess’s crane face in the MM’s description. However, Bagala- 
mukhi is represented with a crane’s face in an early nineteenth-century Chamba 
Rumal, a handicraft embroidery on cotton from Himachal Pradesh, preserved 
in the Los Angeles County Museum of Art, no. M. 80.4 (= Ia),*'3 and in the 
Chamba painting of the Mahavidyas, published in Ohri 1975, no. 76. The god- 
dess is associated with the rite of immobilization (stambhana), as indicated by 


211 Metre: Sardilavikridita. 

212 Cf. Pal 1981: 89 and Blom 1989: 56; cf. also Mayrhofer 1956—1980, volume 2: 400-401. 
Goudriaan 1978: 105 suggests erroneously Chagalamukhi — “the goat-faced one.” 

213 Bagalamukht is the second goddess from the left in the bottom row. 
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her yellow colour. During the immobilization rituals, yellow is the predomi- 
nant colour for all materials. The previously described Haridragane§a (14) is 
also associated with yellow and the nite of immobilization. The mantra requests 
the goddess to silence the enemy by “nailing the tongue” (10.2). The enemy’s 
tongue is also one of the attributes in her hands. She also holds the thunderbolt, 
an attribute of Indra and Siva. 

A basic text for the worship of Bagalamukhi is the Samkhyayanatantra 
ascribed to Samkhyayanamuni.*!* The STN calls Bagalamukhi the presiding 
deity of Brahma’s missile (brahmdstra), which is most likely identical to 
the brahmdastra-vidyad (mantra).*'> A “seat” (pitha) of the goddess, called 
Pitambarapitha, “seat of the (goddess wearing) a yellow garment,” is located 
in Datia, Hoshangabad district, Madhya Pradesh.*!© Temples of the goddess 
are said to exist in Hoshangabad (Madhya Pradesh), Kashmir, Dalhousie, 
Hyderabad (Prabhudesai 1967-1972, volume 1:140-141) and Patan, Nepal. *!” 
The goddess was also worshipped in Mandi State, Himachal Pradesh, where 
the priests of the ruling family are reported to have been her followers (Mandi 
Gazeteer 1920, quoted in Archer 1973, volume 1: 344). Bagalamukhi was also 
integrated into the group of Mahavidya goddesses, of which many paintings 
exist. 

Similar iconographic descriptions of the goddess are found in TS, p. 302, 
47 (quoting “another Tantra”), SVT 2, p. 242, 4-7 (quoting the Jayadrathaya- 
mala),*'® PSSS, p. 381, 1-6 and MT 23.607cd-109, which all provide the 
Same text; the goddess is also described in NP 1.86.87cd—88ab and Pitambara- 
Upanisad, p. 421, 13-14. 

The drawing in T1, p. 120 and T2, p. 260 (= 57a), based on the MM, shows 
a mace instead of a hammer, most likely influenced by other visual representa- 
tions of the goddess. Bagalamukhi, seated on a throne, holds the tongue of an 
enemy kneeling in front of her, and is equipped with a sword and a shield. 

Among the four-armed representations corresponding to the MM’s descrip- 
tion are the following icons from Nepal. A seventeenth-century drawing from 


214 The text was edited by Laksminarayana-diksita, Jodhpur: Rajasthan Oriental Research In- 
stitute 1970. 

215 Cf. the passage relating the goddess’s origin in Saktisamgamatantra, volume 4, 6.1—10; cf. 
also Goudriaan 1978: 106. 

216 See Goudriaan 1978: 105, 340; for a photograph of the main statue in the temple, founded 
in 1920, see Prabhudesat 1967-1972, volume 4, appendix, no. 22. 

217 See Regmi 1965-1966, volume 2: 582 (“in a site close to KumbheSvara’’), 

218 A text calling itself the fourth Satka of the Jayadrathayamala (see NCC 7: 178) is said to be 
devoted to Bagalamukhi. Cf. also Goudriaan in Goudriaan/Gupta 1981: 46, note 59. 
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an iconographic sketchbook in the collection of J. Zimmerman (= 57b), first 
published in Pal 1991, no. 45, shows the goddess in a standing position placing 
one foot on a throne and the other on a man’s thigh. She has tied the man with 
a rope held in her right front hand and holds his tongue with her left front hand. 
The distribution of attributes does not correspond to the instructions in Mahi- 
dhara’s commentary. Another drawing from a sketchbook that shows the same 
distribution of attributes is reproduced in Blom 1989, no. 65. A painting from 
a book of pictures, preserved in the Bharat Kala Bhavan, V4ranasi, no. 10054, 
dated 1765, also follows this pattern, but the goddess is seated on two lions. 
A Madhubani painting of the Mahavidya group from Mithila reproduced from 
Mookerjee 1988: 64 (= /b),2!9 shows Bagalamukhi with a thunderbolt (?) and a 
mace in her back hands and the tongue and a noose in her front hands. A scroll 
painting (patacitra) in the ganjifa playing-card-style from Orissa reproduced 
in Das 1978 (unnumbered), shows the goddess in a sitting posture holding not 
the enemy’s tongue but a small male figure in one of her hands. 

The STN 1.83 (quoting “the Bagalakalpa”) states that the goddess is hold- 
ing a trident, a drinking vessel (pGnap4@tra), a mace and an (enemy’s) tongue, 
as represented in the drawing in Ganapathi Sthapati 1981: 136+, no. 82. 

A two-armed iconographic type holding the mace and the enemy’s tongue 1s 
described in TS, p. 301, 4-7. This type was represented in a painting in the now 
submerged ancient temple of Bagalamukhi in the village Bhakli, Mandi, “‘on the 
road between Mandi and Kulu” (Singh 1968: 145) and is reproduced in Singh 
1968: 150. The goddess of the painting was accompanied by a lion and report- 
edly represented by a round stone inside the temple (Chaudhury 1981: 111-— 
112). The same iconographic type, but without a lion, is represented in a Pa- 
hari painting by Mola Ram (1760-1833) (= 57c), preserved in the Bharat Kala 
Bhavan, Varanasi, no. 113119, dated 1811. The goddess 1s seated on a golden 
throne which rests on a lotus in the middle of the ocean. A similar eighteenth- 
or nineteenth-century Pahari painting is preserved in the Museum of Fine Arts, 
Boston, no. 17.2573 and described in Coomaraswamy 1926: 134-135. The ac- 
companying Sanskrit text states that the goddess resides in the Ocean of Liquor. 


58 (Svapna-) Varahi 


Text 
meghaSyamarucim manoharakucam netratrayodbhasitam 


219 Bagalamukhi is the eighth goddess from the left in the top row. 


58 (Svapna-) Varahi 151 
kolasyam SaSi$ekharam acalayé damstratale §obhinim~*® | 
bibhranam svakarambujair asilatam carmapi’?' pagam srnim 

varahim anucintayed dhayavarariadham Subhalamkrtim /|/ 10.39? 


Translation 

One should think of Varahi, who is the dark colour of a (rain) cloud, who has 
beautiful breasts, shines with three eyes, has a boar’s face, (bears) the moon 
(digit) as (her) head ornament, shines with the earth (kept) at the roots of (her) 
tusks, holds with her lotus-like hands a creeper-like sword, a shield, a noose 
(and) a goad, rides a most excellent horse (and wears) beautiful ornaments. 


Attributes 
R sword, goad; L shield, noose 


Remarks 

Goddesses 58 and 59 represent Varahi, the female counterpart (Sakti) of Vara- 
ha, Visnu’s boar avatara. Varahi usually appears in the group of the mother 
goddesses (matrka). Svapnavarahi, “Varahi (who speaks) in dreams,” owes her 
name to the belief that she informs her devotees of future events in their dreams 
(10.57). A similar belief is connected with 36 SvapneSsvari. While 32 Varahi has 
a human face, forms 58 and 59 are distinguished by a boar’s face. 

The goddess holds the two pairs of attributes, the sword — the shield and 
the goad — the noose. The above verse appears with variant readings in STN 
1.76 (quoting “the Varahikalpa’’); the reference to the earth resting on Vara- 
hi’s tusks, however, is absent. Perhaps both the MM and the STN borrowed the 
verse from the same source. Similar descriptions appear in PSSS, p. 620, 5—10 
and SVT 2, p. 393, 1-7 (quoting the Kalamrtyutantra), both using the same text 
with variant readings, and in MT 23.577cd-578. 

The drawing in T1, p. 121 and T2, p. 267 (= 58a) corresponds to the MM’s 
description and shows the goddess carrying the earth on her tusks. The contem- 
porary line-drawing (= 58b) reproduced from Ganapathi Sthapati 1981: 292+ 
(unnumbered) and the painting from the illustrated manuscript of the STN, pre- 
served in the Oriental Research Institute of the University of Mysore (= 58c), 
folio 38a, both correspond to the STN’s description: They hold the same at- 
tributes but the earth is not represented, since it is not referred to in the STN. 


220 Sobhitam MMA. 
221 carmasi MMA. 
222 Metre: Sardilavikridita. 
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59 Vartali (Varahi) 


Text 

raktambhoruhakarnikoparigate SAvasane samsthitam 
mundasrakparirajamanahrdayam nilasmasadrocisam | 

hastabjair musalam halabhayavaran sambibhratim satkucam 
vartalim arunadmbaram trinayanadm vande varahananam // 10.747? 


Translation 

I worship V4rtali, who is on a seat (in the form) of a corpse, which is situated 
on the pericarp of a red lotus, whose chest is shining with a garland of heads, 
who is the colour of a sapphire, holds with (her) lotus-like hands a pestle (and) 
a plough (and makes the gestures of) protection and wish(-granting), who has 


excellent breasts, (wears) a red garment, has three eyes (and) the face of a boar. 


Attributes 
R pestle, wish-granting gesture; L plough, gesture of protection 


Remarks 
This verse describes a fierce form of Vartali, seated on a corpse, wearing a gar- 
land of severed heads. The etymology of the name Vartali, also spelt Vartali, *74 
is uncertain. Liebert 1976: 331 translated Vartali as “having bees, scorpions, 
as a livelihood (?),” whereas De Mallmann 1986: 436 connects the word with 
the root vrt, “to turn,” but does not attempt a translation. The goddess is iden- 
tified with Varahi because of her boar face. This form is quite different from 
the benign forms described in 32 and 58. The goddess makes the common pair 
of gestures, the wish-granting gesture and the gesture of protection, and holds 
the pair of agricultural symbols, the pestle for pounding corn and the plough. 
Similar descriptions appear in PSSS, p. 622, 10-137*° and Daksinamarti-Sam- 
hita 37.19-23ab (quoted in SVT 2, pp. 385, 28 — 386, 3). The goddess’s retinue 
worshipped in her yantra is addressed in description 60. Her female attendants 
hold three of her attributes, the pestle, the wish-granting gesture and the plough, 
in addition to the skull. 

In the Buddhist Tantric pantheon Vart(t)ali figures, along with Vadali, Vara- 
li and Varahamukhi, as a boar-faced attendant of the eight-armed Marici (see 


223 Metre: Sardilavikridita. 

224 For this spelling, see Umanandanatha’s Nityotsava, p. 138, 27. 

225 The text quotes the Mantrasara, according to which the goddess holds a skull instead of the 
gesture of protection. 
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SM, p. 293, 4-5). The names of three of these goddesses, Vartali, Varahi and 
Varahamukhi, also appear in the MM’s Vartali mantra (10.67). 

The drawing in T1, p. 122 and T2, p. 276 (= 59) corresponds to the MM’s 
description. The goddess with a sow’s (not a boar’s) face is seated on the back 
of a corpse which rests on a lotus. The distribution of attributes is inaccurate. 
The pair of attributes, the pestle — the plough, is found in her right front hand 
and left back hand, the gesture of protection in her right back hand and the wish- 
granting gesture in her left front hand. 


60 Vartali’s retinue: Stambhini, Krodhini and Candoccanda 


Text 

satkonapar§svayoh piijyam stambhini krodhini dvayam // 10.82cd 
musalestakara**® tv ddya kapalahalabhrt para [ 

satkondadgre yajec candoccandam tasyah sutottamam // 10.83 
Sulam ndgam ca damarum kapdlam dadhatam karaih / 
indranilanibham nagnam jatabharavirdjitam |/ 10.847?’ 


Translation 
At the sides of the hexagon (of Vartali’s yantra) the pair Stambhini (and) Krod- 
hint should be worshipped. 

The first (holds) a pestle in (her) hand and (makes) the wish(-granting ges- 
ture); the other (i.e., Krodhini) holds a skull and a plough. In the apex of the 
hexagon one should worship Candoccanda, her (1.e., Vartali’s) best son, who 
holds with (his) hands a trident, a snake, a rattle drum and a skull, is the colour 
of a sapphire, naked (and) shines with a large quantity of matted hair. 


Attributes 

Stambhini: R wish-granting gesture; L pestle 
Krodhini: R skull; L plough 

Candoccanda: R rattle drum, skull; L snake, trident 


Remarks 
The three deities described here surround 59 Vartali in her yantra: Stambhini, 


“the immobilizing one,” is at her right side, Krodhini, “the angry one,” is at 


226 With LU, °stavarau B. 
227 Metre 10.82cd—84: Anustubh. 
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her left, and Candoccanda is at the apex of the yantra. The word Candoccanda 
may incorporate the names of two originally separate deities, Canda, “fierce,” 
and Uccanda, “very fierce,” comparable to Canda and Pracanda, the pair of 
guardians at Vaisnava shrines. The two goddesses carry three of V4rtali’s at- 
tributes, the pair of agricultural symbols, the pestle — the plough, and make 
the wish-granting gesture, while Candoccanda holds Siva’s characteristic at- 
tributes. Mahidhara’s commentary assigns the rattle drum and the skull to his 
right hands and the trident and the snake to Candoccanda’s left hands. Since the 
rattle drum — the snake and the skull — the trident form pairs, I have listed them 
accordingly. A similar description appears in Daksinamirti-Samhita 37.33-35 
(quoted in SVT 2, p. 386, 13-15). The three deities are also worshipped in the 
Varahi/Dandini pajd prescribed in the Nityotsava, p. 141, 9-15 by the Maha- 
rashtrian Umanandanatha (or, Jagannatha Pandita), a text written in 1745. 

The drawing in T1, p. 123 and T2, p. 279 (= 60) shows only Candoccanda. 
He is emitting fire from his third eye; contrary to the MM’s description, he is 
wearing a lower garment (dhoti). The deity’s appearance is similar to that of 
Siva. 


61 Tripurasundari (Srividya) 


Text 

balarkayutatejasam7* trinayanadm raktambarollasinim 
nanalamkrtirajamanavapusam bdaloduratSekharam | 

hastair iksudhanuh srnim sumaSaram pasam muda bibhratim 
Sricakrasthitasundarim trijagatam @dharabhiatam smaret // 11.51°°? 


Translation 

One should recall (Tripura)sundari, who is in the sricakra, has the brilliance 
of ten thousand rising suns, has three eyes, shines with a red garment, whose 
body glitters with various ornaments, who (bears) the waxing moon as (her) 
head ornament, holds with joy a sugarcane bow, a goad, a flower arrow (and) a 
noose with (her) hands (and) supports the threefold world. 


Attributes 
R flower arrow, goad; L sugarcane bow, noose 


228 °sam LU. 
229 Metre: Sardilavikridita. 
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Remarks 

Chapter 11 of the MM is devoted to Tripurasundart, “the beautiful woman 
of Tripura,”?*° also called Srividya, Sodasi, Lalita, Tripura or Rajarajesvari. 
She is the goddess of the important Sakta cult of Srividya. This tradition and 
the cult of its goddess have been elaborately described by Khanna 1986 and 
Brooks 1992. The goddess holds, as well as the pair of attributes, the goad — 
the noose, Kamadeva’s characteristic flower arrow(s) and the sugarcane bow. 
Similar iconographic descriptions of the goddess appear in NSA 1.154cd—155 
and other texts. We also find various esoteric interpretations of her attributes. 
Lalitasahasranama 2.2cd—3ab, for instance, interprets the goad as anger, the 
noose as desire, the sugarcane bow as the mind and the five arrows as the 
five primary elements (tanmatra). MM 12.80cdff. provides details about the 
attributes of the surrounding deities, who are worshipped in different parts of 
the fricakra. It it beyond the scope of the present work to go into detail about 
this matter. Tripurasundari was incorporated into the group of Mahavidya 
goddesses and, according to Blom 1989: 53, was also included in a group of 
nine Durgas. 

The drawing in T1, p. 124 and T2, p. 307 (= 6/a) basically corresponds to 
the MM’s description. The goddess holds five flower arrows as well as the other 
attributes mentioned. She is seated on a lotus, which is on a corpse, which in 
turn rests on a swing. Below the swing, four deities are depicted. The draw- 
ing attempts to illustrate the paficapretdsana, a throne made of five inert gods 
(““corpses’’), four of whom (= Brahmi, Visnu, Rudra and I$vara) are the throne’s 
supports or legs and a fifth, Sadasiva, who is the seat. The pancapretdsana is 
described in Bhaskararaya’s commentary on the Lalitasahasranama and other 
texts and is frequently represented in art. A few of the many extant representa- 
tions of Tripurasundari are listed below. 


1 Tripurasundari on the paficapretasana 


la Pahari paintings 
The worship of the goddess constituted an important aspect of the religious 
life of Mandi State, Himachal Pradesh; the older kings of Mandi were included 
among her worshippers. **! 

A Pahari Painting from Kangra, dating from the late eighteenth century and 
preserved in the National Museum, New Delhi, no. 82.424 (Ajit Mookerjee 


230 For the meaning of the word Tripura, see my remarks on 40 (Tripura) Bala. 
231 For further information, see Mandi Gazeteer 1920, quoted in Archer 1973, volume 1: 344. 
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Collection) (= 6/b), shows the goddess in a pavilion on an island. This can be 
identified as Manidvipa, the Jewelled Island/Continent, located in the Ocean 
of Nectar, 7°? which is the counterpart of Visnu’s Svetadvipa, the White Island, 
located in the Milk Ocean. The Jewelled Island/Continent is described in 
texts such as Devibhagavata-Purana 12.10—12 and Saundaryalahari, attributed 
to Samkara, verse 8. The distribution of attributes corresponds to the MM’s 
description. A similar painting is preserved in the Watson collection, Elvehjem 
Museum, Madison, Wisconsin, and reproduced in /ndian Miniature Painting: 
The Collection of E.C. and J.W. Watson (Madison: Elvehjem Art Center, 
University of Wisconsin-Madison 1971), no. 238. The goddess holds the pair 
of attributes, the noose — the goad, in her right and left back hands and the pair, 
the bow (whose string is made of bees) — the flower arrows in her left and nght 
front hands. 


Ib Nepalese painting 

An unpublished painting from a book of pictures, preserved in the Bharat Kala 
Bhavan, Varanasi, no. 10054, dated 1765, corresponds to the MM’s description, 
but according to the inscription the goddess is called Urdhva. 


Ic Paintings of the Mysore school of art 

The goddess is highly venerated in Karnataka as Rajarajesvari, and is popular in 
traditional Mysore painting. Three such paintings are reproduced in Rao/Sastry 
1980, no. 20 (colour) and no. 1 (black and white) (early nineteenth century) and 
no. 61 (black and white) (contemporary, by Y. Subramanya Raju). 


Id Madhubani painting 

A Madhubani painting from Mithila, representing Tripurasundani as one of the 
Mahavidya goddesses reproduced from Mookerjee 1988: 64 (= Ib),7°* corre- 
sponds to the MM’s description. 


le Embroidery on a Chamba Rumal 
A handicraft embroidery of the Mahavidya goddesses on cotton (Chamba Ru- 
mal) from Himachal Pradesh, preserved in the Los Angeles County Museum 
of Art, no. M. 80.4 (= Ja),*** includes a representation of Tripurasundari that 
corresponds to the MM’s description. 


232 For information on Manidvipa, see also Schwarz Linder 1996. 
233 Tripurasundari is the third goddess from the left in the top row. 
234 She is the third goddess from the left in the top row. 


62 Gopala (Hari) LST 
2 Tripurasundari on a lotus 


2a Pahari paintings 

A painting from Guler, dating from ca. 1800 reproduced in The Flute and the 
Brush: Indian Paintings from the William Theo Brown and Paul Wonner Col- 
lection. An Exhibition organized by the Newport Harbor Art Museum (Newport 
Beach, California: Newport Harbor Art Museum 1976), no. 21, shows the god- 
dess seated on a lotus inside a park. A similar painting from the Bharat Kala 
Bhavan, Varanasi, is reproduced in Rajeshwari 1989, no. 107. 


2b Painting from Rajasthan 

A painting from Bikaner, ca. 1695, preserved in the National Museum, New 
Delhi, no. 86.113 (= 6/c), shows the goddess on a throne which is on a lotus in 
the ocean, being worshipped by Brahma, Visnu, Siva and a king (?). 


62 Gopala (Hari) 


Text 

ksirambhodhisthakalpadrumavanavilasadratnayunmandapantah**» 
prodyacchripithasamstham karadhrtajalajariksucapankuSesum / 

pasam vindm suvenum?*© dadhatam avanimaSobhitam raktakantim 
dhyayed gopalam i§am vidhimukhavibudhair idyamdnam samantat |/ 
12.166777 


Translation 

One should meditate on Gop§ala, who is on the Sripitha, °° which 1s raised inside 
a jewelled pavilion, which is shining in a forest of wish-granting trees located 
in the Milk Ocean, who holds with (his) hands a lotus, a wheel, a sugarcane 
bow, a goad, an arrow, holds a noose, a lute (vind), a beautiful flute, is adomed 
with the earth (goddess) and Laksmi (md), who (Gopala) is a red colour, the 
lord, who is worshipped on all sides by gods headed by Brahma. 


238 


Attributes 
R lotus, wheel, arrow, flute; L sugarcane bow, noose, goad, lute (vind) 


235 With LU, °mamdha’ B. 

236 savenum LU. 

237 Metre: Sragdhara. 

238 The Sripitha is identified in MM 12.165d with the Sricakra. 
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Remarks 
Gopala, “the cowherd,” i.e., Krsna, is described here enthroned on the Sricakra. 
The description is presented in connection with the mantra of Gopala-Sundari, 
that is the goddess (Tripura)sundari united with Gopala. Despite the name 
Gopala, which refers to Krsna as a cowherd (see description 69), the attributes 
(except the flute) and the presence of his two consorts Bhidevi, the earth 
goddess, and Laksmi/Sn, suggest that Visnu/Hari is described here. The 
attributes are listed above as they were assigned to the deity’s nght and left 
hands by Mahidhara. The distribution of the pair of attributes, the goad — the 
noose in Gopala’s left hands is inaccurate; in addition the pair, the arrow — the 
bow, was not assigned to opposing hands. 

The drawing in T1, p. 124 and T2, p. 362 (= 62) shows the deity seated by a 
body of water with the goddesses at his sides. In front of him his two devotees, 
Garuda and Hanumat, are seen. The latter is shown flying over the sea to Lanka. 


63 Hanumat | 


Text 

balarkayutatejasam tribhuvanapraksobhakam sundaram 
sugrivadisamastavanaraganaih samsevyapaddambujam | 

nadenaiva samastaraksasaganan samtrasayantam prabhum”> 
$rimadramapadambujasmrtiratam dhyayami vatatmajam // 13.87" 


9 


Translation 

I meditate on the son of the wind, who has the brilliance of ten thousand rising 
suns, who agitates the threefold world, is handsome, whose lotus-like feet are 
to be worshipped by all groups of monkeys such as Sugriva, who frightens all 
groups of demons by his mere sound, the lord, who 1s engrossed in contempla- 
tion of the lotus-like feet of the noble Rama. 


Attributes 
not mentioned 


Remarks | 
Forms 63 and 64 are two iconographic types of the monkey god Hanumat, Ra- 
ma’s devotee. Rama himself, however, is not described separately in the MM. 


239 With LU, MMA, °bhu B. 
240 Metre: Sardilavikridita. 
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The stanza above repeats the sibilants § and s as a poetic ornament. A similar 
description of Hanumat is found in NP 1.74.9cd—10. 

The drawing in T1, p. 126 and T2, p. 367 (= 63) shows the seated Hanumat 
attended by two monkeys. 


64 Hanumat 2 


Text 
dahanataptasuvarnasamaprabham 

bhayaharam hrdaye vihitarijalim | 
Sravanakundalasobhimukhambujam 

namata vanararajam ihadbhutam |/ 13.89**! 


Translation 


Bow down here to the wonderful monkey king, who is the colour of gold pu- 
rified by fire, who removes fear, has the avijali (gesture) placed at (his) heart 
(and) whose lotus face shines with ear-rings. 


Attribute 
anjali (gesture) 


Remarks 


Hanumat is described here in a devotional attitude with the palms of his hands 
joined in the afijali gesture. Similar descriptions appear in Raghavabhatta’s 
commentary, p. 631, 14-15 (quoting the Agastyasamhita) on ST 15.87, NP 
1.74.110 and STN 2.71 (quoting the Padmasamhita). 

The drawing in T1, p. 127 and T2, p. 38174 (= 64a) shows Hanumat in a 
standing posture making the anjali gesture, characteristic of devotees or atten- 
dants. Many paintings and sculptures represent Hanumat in this popular fash- 
ion, of which two are provided here: a sculpture from the State Museum, Hyder- 
abad (= 64b) and a painting from a series of 96 pictures from Tanjore, preserved 
in the Bhandarkar Oriental Research Institute, Pune (= 64c). 


241 Metre: Drutavilambita. 
242 T1, p. 128 and T2, p. 385 with T2, p. 391 provide two additional drawings of Hanumat. 
Since no corresponding descriptions exist in the text, they are not reproduced here. 
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65 Nrhari 1 (Nrkesarin) 


Text 


tapanasomahutaSanalocanam 
ghanavirdmahimamSusamaprabham 

abhayacakrapinadkavaran karair 
dadhatam indudharam nrharim bhaje // 14.5°“4 


243 / 


Translation 

I worship Nrhari, whose eyes are the sun, the moon and fire, who is the colour 
of the autumn moon (= white), who (makes) the (gesture of) protection, holds a 
wheel, a bow (and) (makes) the wish(-granting gesture) with (his) hands (and) 
bears the moon (digit on his head). 


Attributes 
R wish-granting gesture, wheel (upper hand); L gesture of protection, bow (up- 
per hand) 


Remarks 

Mahidhara was a special devotee of Visnu’s Man-lion avatdra Nrsimha 
(Nrhari/Nrkesarin/Narahari), whose various benevolent forms are described 
in 65—68 and 108. Forms 65 and 66 possess the same attributes, but 66 refers 
to the deity’s consort Laksmi. Similar descriptions of the deity are found 
in NP 1.71.4cd—Sab and PSSS, p. 653, 1-4 and p. 655, 1-4. Mahidhara’s 
autocommentary on this verse refers to a variant reading of the second pada 
of the above dhydna verse. This indicates that Mahidhara borrowed the verse 
from another source. The seed (bija) syllable, ksraum, of this form of Nrhari is 
said to prevent calamities, remove the effects of poison, protect from dangers 
and cure ailments of the ears, eyes, head and throat (14.15-19). 

The drawing in T1, p. 129 and T2, p. 394 (= 65a) shows the deity in a stand- 
ing posture; the common pair of gestures, the wish-granting gesture and the 
gesture of protection, are in his left and right hands, most likely following a 
South Indian tradition (cf. Jouveau-Dubreuil 1937: 128-129). A Sikh painting 


243 ghanasamdnagalam SaSisaprabham v.\. in Mahidhara’s autocommentary instead of 
this entire pada. The text of B reads erroneously ~“samdnalam’, while LU reads 
” SaSisamaprabham (one additional syllable). 

244 Metre: Drutavilambita. 
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from the Punjab (= 655; see also the cover illustration), preserved in the Na- 
tional Museum, New Delhi, no. 87.634 and dating from ca. 1850, shows the pre- 
scribed sequence of attributes. The deity, accompanied by Laksmi (who is re- 
ferred to in the MM’s descriptions 66—68 and 108), is seated on a bed of snakes 
and sheltered by their hoods (see also the MM’s description 67) inside a pavil- 
ion. Deities such as Brahma, Krsna, Garuda and Siva pay their respects. 


66 Nrhari 2 (Narahari, Nrkesarin) 


Text 
friman nrkesaritano jagadekabandho 

$rinilakantha karunarnava sadmardaja / 
vahnindutivrakaranetra pinadkapdane 

SitamSuSekhara ramesvara pahi visno |/ 14.287*>° 


Translation 

Protect, O noble one, you with the body of a man and a lion, you, the princi- 
pal friend of the world, blue-necked noble one, ocean of compassion, sdmara- 
ja, you whose eyes are fire, the moon and the sun, you who hold the bow in 
(your) hand, who bear the moon (digit) as (your) head ornament, lord of Rama 
(Laksmi), O Visnu. 


Attributes © 
R wish(-granting gesture), wheel (upper hand); L (gesture of) protection, bow 
(upper hand) 


Remarks 

This description of the Man-lion is similar to the previous one, but contains a 
reference to the deity’s consort Laksmi, and is connected to a different mantra. 
The deity is addressed as s@mardja, which Mahidhara defines as “the lord of the 
sGman (mantras)” (s@mndm raja tSah) and, alternatively, “one who manifests 
(himself) in the s@man (mantras)” (sG@masu rdjate prakdSate) when the sGman 
(mantras) are sung. The verse agrees exactly with NP 1.71.134; the section NP 
1.71.5—-11 corresponding (with variants) to MM 14.5cd—13ab. 


245 Metre: Vasantatilaka. 
246 According to Mahidhara’s autocommentary this form of Nrhari holds the same attributes as 
the previous one. 


162 2 The Deity Descriptions 
67 Nrhari 3 (Narahari, Narakesarin) 


Text 
ksirabdhau vasumukhyadevanikarair agrddisamvestitah 

§ankham cakragadambujam nijakarair bibhrams trinetrah sitah / 
sarpadhisaphanatapatralasitah pitambaradlamkrto 

laksmyaSlistakalevaro naraharih2*’ stan nilakantho mude // 14.337 


Translation 

May Narahari bring about (my)? delight, who is surrounded in the front (and) 
on the other (sides) by multitudes of gods beginning with the Vasus in the Milk 
Ocean, who holds with his hands a conch, a wheel, a mace and a lotus, has three 
eyes, is white, shines with a parasol (in the form of) the hood of the lord of the 
snakes, 1s adorned with a yellow garment, whose body is embraced by Laksmi 
(and) who has a blue neck. 


Attributes 
R wheel, lotus (upper hand); L conch, mace (upper hand) 


Remarks 

Nrsimha is accompanied by his consort Laksmi (cf. also 108), an iconographic 
form often referred to as Laksmi-Nrsimha. According to Mahidhara’s com- 
mentary, Nrsimha dwells in Visnu’s abode, Svetadvipa, the White Island, in the 
Milk Ocean. This connection with Svetadvipa can be explained by Nrsimha’s 
being Visnu’s avatdara (cf. also the description of 108 Nrsimha). In front of 
him are the Vasus, to his right are the Rudras, behind him are the Adityas 
and to his left are the ViSvedevas. Mahidhara’s distribution of the Vaisnava 
pair of attributes, the conch — the wheel, in the deity’s left and right hands is 
inaccurate and contradicts his statements in descriptions 12 and 70, in which 
they are held in the opposite hands. The deity’s body is white, except for his 
blue neck (cf. also 65) and yellow garment. Similar descriptions are found 
in PSSS, p. 655, 11-12 and MT 27.341; the pratimdlaksana section of VdhP 
78.10—11 assigns the same attributes to Nrsimha who ts accompanied by the 
earth goddess. 


247 “hari or “hare LU. 
248 Metre: Sardilavikridita. 
249 The word is supplied from Mahidhara’s autocommentary. 


rates GOOgle 
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The drawing in T1, p. 130 and T2, p. 401 (= 67) shows the deity seated 
on a bed of snakes on a platform in the ocean with Laksmi on his left thigh. 
One god is worshipping on either side of him. Contrary to the commentary’s 
instructions, the wheel and the conch are shown in the deity’s back hands. 


68 Nrhari 4 (Nrkesarin) 


Text 

,.. dhyayet ksirodadhisthitam |/ 14.44d*°° 
sahasracandrapratimo daydalur 

laksmimukhdalokanalolanetrah / 
daSavataraih paritah parito 

nrkesari mangalam Gtanotu // 14.457>' 


Translation 


...One should meditate on (Nrhari) in the Milk Ocean. 

May Nrkesarin bestow happiness, who resembles a thousand moons (in 
brightness), is compassionate, whose eyes are longing for the sight of Laksmi’s 
face (and) who is surrounded on all sides by the ten avataras. | 


Attributes 
not mentioned 


Remarks 

This description corresponds to the daSa-avatdra-nrsimha mantra, a mantra in- 
voking Visnu’s ten avatdras as Nrhari’s emanations. The avafaras surrounding 
Nrhari are 1) Matsya, 2) Kiirma, 3) Varaha, 4) Nrsimha (most likely considered 
a different aspect of Nrhari), 5) Vamana, 6-8) the three Ramas, 9) Krsna and 
10) Kalki (14.38-41). The deity’s abode is in the Milk Ocean. As in descrip- 
tions 67 and 108 we can assume, because he is considered an avatdra of Visnu, 
that Nrhari resides on the White Island (svetadvipa), Visnu’s abode. A similar 
description is found in NP 1.71.159. 


250 Metre: Anustubh. 
251 Metre: Upajati. 


rates GOogle 
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69 Govinda (Gopala) 


Text 
vindaranyagakalpapdadapatale sadratnapithe 'mbuje 

Sonabhe vasupatrake sthitam ajam pitambardlamkrtam / 
jJimitabham anekabhisanayutam gogopagopivritam 

govindam smarasundaram muniyutam venum ranantam smaret // 14.587? 
Translation 
One should recall Govinda, who is on a red eight-petalled lotus on an excellent 
jewelled throne under a wish-granting tree situated in Vrndaranya (Vmdavana), 
who is unborn, who is adorned with a yellow garment, is the (dark) colour of a 
(rain) cloud, is endowed with many ornaments, surrounded by cows, cowherds 
and cowherdesses, is more handsome than the love god,”>* is accompanied by 
sages (and) plays the flute. 


Attribute 
flute 


Remarks 
Govinda, “the chief cowherd,” or Gopala, “the cowherd,” an aspect of Visnu’s 
Krsna avatdra, is described here as playing the flute in Vrndavana, a forest 
near Gokula. This iconographic form is often referred to as Venugopala, “the 
cowherd (playing) the flute” (see Rao 1914-1916, volume 1: 207—210). Simi- 
lar descriptions are found in PS 18.43 (quoted in PSSS, p. 482, 15-18 and SR 
2.23.27), 18.48-19 and in ST 17.85-89 (quoted in TS, p. 135, 13-20) and NP 
1.80.46—-S5Oab. Other forms of Visnu/Krsna are described in 70-74. 

The drawing in T1, p. 131 and T2, p. 406 (= 69a) shows the deity seated on 
a lotus, which rests on a throne, playing the flute in the company of an ascetic 
sitting next to him and a standing female figure, most likely a cowherdess. 
The second drawing (= 69b) reproduced from the PuraScaryamava’s appendix 
Dhyeyadevatacitrani, p. 12, shows the same scene more clearly. The flute- 
playing Krsna is seated on a lotus under a wish-granting tree surrounded by 
cowherdesses, gods, ascetics and cows. A Pahari miniature painting from 
Kulu, ca. 1800, preserved in the National Museum, New Delhi, no. 63.1181 
(= 69c), may serve here as an example of the many extant paintings of Krsna 


252 Metre: Sardiilavikridita. 
253 Mahidhara’s autocommentary explains: smardd api sundaram. 


rates GOogle 


70 (Trailokyamohana-) Hari 165 


in Vindavana playing the flute and being adored by cowherds, cowherdesses 
and cows. 


70 (Trailokyamohana-) Hari 


Text 
kalpadnokahamilasamsthitavayoradjonnatamse~" sthitam 
pauspam banam atheksucapakamale pasankuSe bibhratam / 
cakram Sankhagade karair udadhijasamSlistadeham harim 
nanabhisanaraktalepakusumam pitambaram samsmaret // 14.81 


254 


255 


Translation 

One should recall Hari, who is on the high shoulders of the king of the birds 
(Garuda) at the root of a wish-granting tree, who holds with (his) hands a flower 
arrow, then a sugarcane bow, a lotus, a noose, a goad, a wheel, a conch and a 
mace, whose body is embraced by the daughter of the ocean (Laksmi), who 
(wears) various ornaments, red ointment and flowers (and) a yellow garment. 


Attributes 
R flower arrow, lotus, goad, conch; L sugarcane bow, mace, noose, wheel 


Remarks 

The verse describes Trailokyamohanahari, “Hari who deludes the threefold 
world (with his mdayd),” a six-armed form of Visnu, on Garuda with Laksmi. 
Bhagavata-Purana 6.4.36—40 relates how Visnu in his Trailokyamohana 
form manifested himself to Daksa Prajapati. In the Bhagavata-Purana, the 
eight-armed deity is seated on Garuda; his attributes correspond to the MM’s 
description except that the sword and the shield substitute for the lotus and the 
goad in the MM. In the above description the deity carries the flower arrow 
and the sugarcane bow, two attributes of Kamadeva; the Vaisnava attributes, 
the conch — the wheel; and the pair, the goad — the noose. Mahidhara assigns 
the arrow, the lotus, the goad and the conch to the deity’s nght hands; the bow, 
the noose, the wheel and the mace to his left hands. Their exact positions are 
not indicated. I have listed the mace immediately after the bow so that the 


254 [have emended the text on the basis of Narada-Pancaratra (Jnanamrtasara) 5.2.30c: unnata- 
m§$e; the reading °jonnatam samsthitam found in the editions of the MM is unintelligible. 
255 Metre: Sardilavikridita. 


rates GOogle 
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pairs of attributes would be held in opposing hands. A similar description of 
the deity is found in Narada-Paficaratra (Jnanamrtasara) 5.2.29 and in TS, p. 
143, 23—29. Other descriptions of the deity called Trailokyamohanahani appear 
in Agni-Purana 307.17-23,2°° PS 23.38-39, ST 17.30 and are summarized in 
Rao 1914~—1916, volume 1: 257. 

The drawing in T1, p. 132 and T2, p. 410 (= 70) corresponds to the MM’s 
description and shows Visnu with Laksmi seated on the flying Garuda under a 
wish-granting tree. The pairs of attributes are inaccurately assigned so that the 
conch and the sugarcane bow and the arrow and the wheel are found in opposing 
hands. 


71 Krsna (Rukminivallabhahari) 


Text 
cintaSmayuktanijadohparirabdhakantam 

Glingitam sajalajena karena patnya | 
sauvarnavetrayutahastam anekabhisam 

pitambaram bhajata krsnam abhistasiddhyai // 14.967>' 


Translation 

Worship Krsna for the achievement of desired (objects), who embraces (his) 
wife with his arm, which is endowed with the cint@mani (gem), is (in turn) em- 
braced by (his) wife with (her) hand, which is endowed with a lotus, he whose 
(other) hand is endowed with a golden staff, who (wears) various ornaments 
(and) a yellow garment. 


Attributes 
Krsna: R golden staff; L embracing 
Rukmint: lotus 


Remarks 

Descriptions 69 and 71-74 present different forms of Krsna. In this verse Kr- 
sna is described as Rukminivallabhahari, “Hari as Rukmini’s lover,” and rep- 
resented together with Rukmini in an embracing (Glingana) form. Similar de- 
scriptions appear in SVT 2, p. 516, 28-30 (quoting the Sarasamgraha) and in a 


256 Fora discussion of this form, see Goudriaan 1978: 130—131. 
257 Metre: Vasantatilaka. 


rates GOogle 


72 Hari 1 (Krsna) 167 


verse in Narada-Paficaratra (Jnanamrtasara) 5.1.23, also shared by NP 1.81.48 
and TS, p. 147, 27-30. 

The drawing in T1, p. 133 and T2, p. 413 (= 7/) shows Krsna and Rukmini 
without attributes in their hands embracing each other in a standing position. 


72 Hari 1 (Krsna) 


Text 
harim paficavarsam 
svasaundaryasammocitasvargayosam 
yaSodasutam striganair drstakelim 
bhaje bhisitam bhisanair®™ nipurddyaih // 14.1007°! 


258 yraje dhavamanam 
259 / 


Translation 

I worship the five-year-old Hari, who is running around in Vraja, who by his 
beauty deludes*°* heavenly women, YaSoda’s son, whose play is watched by 
groups of women (and) who is adorned with ornaments such as anklets. 


Attributes 
not mentioned 


Remarks 
The text describes Krsna as a small boy playing in Vraja. The stanza above re- 
peats the s and bh sounds in the second and fourth quarters of the verse as po- 
etic ornaments. Similar descriptions are found in SVT 2, p. 519, 14-17 (quoting 
the Sarasamgraha) and in a verse in Narada-Paficaratra (Jnanamrtasara) 5.1.60, 
which also appears in NP 1.81.80 and TS, p. 148, 14—15. 

The drawing in T1, p. 134 and T2, p. 415 (= 72) shows the boy Krsna sur- 
rounded by three women. 


258 With LU, °sa B. 

259 With LU, °citam sva° B, T2, °sammohitasva° T1. 

260 With LU, °nai B. 

261 Metre: Bhujangaprayata. 

262 I follow Mahidhara, who explains ° sammocita® (usually: “liberated, set free’) as °mohita® 
(“deluded’’). 


rates GOogle 
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73 Hari 2 (Krsna) 


Text 

kalpadrumilasamridhapadmastham cintayed dharim |] 14.105cd?°° 

kalpadror atiramaniyapallavebhyah 
prodbhitair maninikaraih prasiktam igam / 

dhydyeyam kanakanibhamSuke vasanam 
bhufijanam dadhinavanitapayasani // 14.1067 

Translation 

One should think of Hari, who is on a lotus growing under a wish-granting tree. 
May I meditate on the lord, who is showered with heaps of jewels produced 

from the extremely pleasing twigs of a wish-granting tree, who wears two gar- 

ments (shining) like gold (and) is eating curd, butter and milk rice (payasa). 


Attributes 
not mentioned 


Remarks 
This second description of Krsna represents him as a boy eating milk products 
under a wish-granting tree. Similar descriptions appear in Narada-Paficaratra 
(Jfianamrtasara) 5.1.78, NP 1.80.76f., TS, pp. 148, 29 — 149, 2 and SVT 2, p. 
521, 2-5; 2 and 2, p. 521, 16-19 (quoting the Sarasamgraha). 

The drawing in T1, p. 135 and T2, p. 417 (= 73) shows the boy Krsna seated 
on a platform under a wish-granting tree eating and drinking. 


74 (Sutaprada-) Krsna 


Text 
vijayena yuto rathasthitah 

prasamaniya 26) samudramadhyatah | 
pradadat tanayan dvijanmane 


smaraniyo vasudevanandanah // 14.1 14766 


263 Metre: Anustubh. 
264 Metre: Praharsini. 
265 °“bhadniva MMA. 
266 Metre: Aparavaktra. 


75 Paksiraja (Garuda) 169 


Translation 

One should recall Vasudeva’s son, who is accompanied by Vijaya (Arjuna), 
who is on a chariot (and) is handing over sons to a Brahmin after bringing 
(them) from the middle of the ocean. 


Attributes 
not mentioned 


Remarks 
(Sutaprada-) Krsna, “Krsna (who rescues [lost] sons),” is a form of Krsna wor- 
shipped to obtain male offspring. The MM’s description is based on a passage 
in Bhagavata-Purana 10.89.47-62, relating how Krsna and Arjuna rescued a 
Brahmin’s lost son from the residence of the snake Sesa (Ananta). Similar sto- 
ries, in which Krsna rescues lost or dead sons, are found in Bhagavata-Purana 
10.45 and 10.85. Exactly the same verse as above appears in NP 1.81.100, with 
the whole section MM 14.11—15ab corresponding to NP 1.81.97cd—101lab. NP 
1.80.264 refers to Krsna and Arjuna giving a male child to a Brahmin whose 
son had died. This form of Krsna is called Samtanagopala, “the cowherd (wor- 
shipped to obtain) progeny,” in MMA, p. 265, 5. SVT 2, p. 526, 23-25 (quoting 
the Sarasamgraha) refers to Samtanagopala rescuing lost sons. 

The drawing in T1, p. 137 and T2, p. 419 (= 74) shows Arjuna seated on a 
chariot drawn by two horses and Krsna (to the right) handing over a child to a 
Brahmin (left side). 


75 Paksiraja (Garuda) 


Text 

taptasvarnanibham phanindranikaraih klptangabhisam prabhum 
smartrinadm Samayantam ugram akhilam nrnam visam tatksanat / 

caficvagrapracaladbhujangam?®' abhayam panyor*® varam bibhratam 
paksoccaritasamagitam amalam Sripaksiradjam bhaje // 14.124°? 


Translation 
I worship the bright noble king of the birds, who is the colour of purified gold, 
who has ornamented (his) body with a multitude of snake kings, the lord, who 


267 “agram® LU. 


268 pdyvor MMA. 
269 Metre: Sardilavikridita. 
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completely counters (the effects) of terrible poison in an instant for those people 
who recall (him), who has a snake shaking (with fear) at the tip of (his) beak, 
holds (= makes) with both hands the (gesture of) protection (and) the wish(- 
granting gesture and) utters the s@man chants with (his) wings. 


Attributes 
R wish-granting gesture; L gesture of protection; beak: snake 


Remarks 
The verse describes Paksiraja, “the king of the birds,” an epithet of Garuda. 
He is a mystical being, half-man and half-bird, often said to possess golden 
wings and appearing in description 70 as Visnu’s mount. He is the enemy of 
snakes, which he uses to ornament his body. Garuda is worshipped primarily to 
counter the effects of poison. The movements of Garuda’s wings are said to pro- 
duce the Vedic saman mantras.?’° Similarly, Bhagavata-Purana 8.3.31 states 
that Garuda’s body consists of the Vedas. The above verse MM 14.124 agrees 
exactly with NP 1.81.149, with the whole passage NP 1.81.140cd—151 corre- 
sponding to MM 14.116—126. A similar description of Garuda appears in TS, 
p. 320, 4-7. SR 2.25.89 describes a two-armed four-coloured cosmic form of 
Garuda, making the gesture of protection with one hand (the other attribute is 
not specified). For a discussion of the iconography of Garuda according to se- 
lected texts and mostly South Indian icons, see Champakalakshmi 1981: 229- 
253: 

The drawing in T1, p. 137 and T2, p. 422 (= 75) shows Garuda with a snake 
in his beak, seated on a lotus throne. The two gestures are transposed, possibly 
following a South Indian tradition (cf. Jouveau-Dubreuil 1937: 128-129). 


76 Surya (Ravi) 


Text 

Sonambhoruhasamsthitam trinayanam vedatrayivigraham 
danambhojayugabhayani dadhatam hastath pravalaprabham / 

keyurangadaharakankanadharam karnollasatkundalam 
lokotpattivinadSapadlanakaram siiryam gunabdhim bhaje // 15.197" 


270 Mahidhara comments that the sdmans are Brhat, Rathantara and others, “because the fruti 
(= the Veda) states that Brhat and Rathantara are (Garuda’s) two wings.” 
271 Metre: Sardilavikridita. 


varies y Google 


77 Mangala 171 


Translation 

I worship Sirya, who is on a red lotus, has three eyes, whose body is constituted 
of the three Vedas, who (makes) the (wish-)granting (gesture), holds two lotuses 
and (makes) the (gesture of) protection with (his) hands, is the colour of coral, 
wears armlets, bracelets, necklaces (and) bangles, has shining ear-rings in (his) 
ears, causes the creation, maintenance and reabsorption of the world (and) is an 
ocean of virtues. 


Attributes 
R wish-granting gesture, lotus (upper hand); L gesture of protection, lotus (up- 
per hand) 


Remarks 

Descriptions 76—79 present heavenly bodies (graha). Only four of the group 
of nine grahas are described. The sun, Sirya or Ravi, is said to be the mani- 
fest form of the Vedas. He is worshipped to cure diseases and remove poverty 
(15.1). The god is described as seated on a lotus; his mount, a chariot drawn 
by seven horses, which is often mentioned in texts and seen in sculpture, is ab- 
sent.2’2 A similar description appears in PS 15. 40 (quoted in SR 2.25.81 and 
2.25.156 and in PSSS, p. 404, 8-9) and 15.59 (quoted in PSSS, p. 408, 1-2), 
ST 14.36 (quoted in TS, p. 116, 14-15), 14. 61 (quoted in TS, p. 117, 24-26) 
and NP 1.69.20cd—2 ab. 

The drawings in T1, p. 138 and T2, p. 429 (= 76a) and the Purascarya- 
mava’s appendix Dhyeyadevatacitrani, p. 2 (= 76b) are very similar and show 
Surya seated on a lotus; the two gestures are transposed, possibly following a 
South Indian tradition (cf. Jouveau-Dubreuil 1937: 128-129). A South Indian 
sculpture from the Naganadasvamin Temple, dedicated to Siva, Nayinarkovil, 
district Ramanathapuram (= 76c), corresponds to the MM’s distribution of at- 
tributes, which 1s also prescribed in Raghavabhatta’s commentary, p. 582, 25 
on ST 14.36; however, the deity stands in front of his horse mount. 


7] Mangala 
Text 
Japabham Sivasvedajam hastapadmair 
gadasiilasaktir?”> varam dharayantam | 


272 For a discussion of the deity’s chariot, see Gonda 1965: 74-76. 
273 ° Sakti MMA. 


varies y Google 
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avantisamuttham sumesasanastham 
dharanandanam raktavastram samide |/ 15.49°"* 


Translation 

I praise the son of the earth, who is the colour of the japda/java (flower) (= 
red), who was born from Siva’s perspiration, holds with (his) lotus-like hands 
a mace, a spear/trident, a spear (and makes the) wish(-granting gesture), who 
manifested himself in Avanti, is on the seat of an excellent ram (and wears) a 
red garment. 


Attributes 
R spear/trident, wish-granting gesture; L mace, spear 


Remarks 

Mangala or Bhauma, “the son of the earth,” are epithets of Mars. According to 
Indian mythology, Mars was born from Siva’s perspiration.2”> The reference to 
the city of Avanti, identified with the modern Ujjayini (Dey 1927: 13), is most 
likely based on a Puranic story. Mars is worshipped primarily in order to secure 
male offspring, wealth and to remove debt (15.46, 47). A similar iconographic 
description of the god appears in NP 1.69.75 and SVT 2, p. 737, 3-4 (quoting 
the Sarasamgraha). 

The drawing in T1, p. 139 and T2, p. 435 (= 77) shows the deity seated on a 
ram. The trident and the gesture of protection (erroneously depicted instead of 
the wish-granting gesture) are in his right hands and the thunderbolt (vajra)*’® 
(instead of the spear) and the mace are in his left hands. 


78 Guru 


Text 
ratnadstapadavastrarasim amalam daksat kirantam karad 

“a aoe 2TT a's ee 

Gsinam vipanau karam~-"' nidadhatam ratna@diraSau param | 
pitalepanapuspavastram akhilalamkarasambhisitam 


274 Metre: Bhujangaprayata. 

275 For asummary of mythological stories, see Rao 1988-1992, volume I: 12. 
276 Cf. the representation of the thunderbolt in drawing 57a. 

277 With LU, MMA, kara B. 
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vidyasGgaraparagam suragurum vande suvarnaprabham |/ 
15.91278 


Translation 

I worship the preceptor of the gods, who is sitting in the market-place, who from 
(his) right hand scatters a shining heap of jewels, gold and garments, whose 
other hand is placed on a heap of jewels, etc. (and gold and garments), who 
(wears) yellow ointment, flowers and garments, is adorned with all kinds of or- 
naments, has crossed the ocean of knowledge (and) is a golden colour. 


Attributes 
R scattering jewels, gold and garments; L on a heap of jewels (and gold and 
garments) 


Remarks 
Guru, “the preceptor (of the gods),” and Brhaspati are epithets of Jupiter. The 
deity is worshipped primarily for the acquisition of wealth. A similar descrip- 
tion of the heavenly body distributing precious objects is found in PS 34.62, 
NP 1.69.130-13lab, SVT 2, p. 565, 14 (quoting the Sarasamgraha) and MT 
22.114—116ab. 

The drawing in T1, p. 140 and T2, p. 442 (= 78) corresponds to the MM’s 
description. 


79 Sukra 


Text 
§vetambhojanisannam Gapanatate $vetambaralepanam 

nityam bhaktajanadya sampradadatam vasomanin hatakam / 
vamenaiva karena daksinakare vyakhyGnamudrankitam 

Sukram daityavararcitam smitamukham vande sitangaprabham?"? // 


15.98 2°0 


Translation 
I worship Sukra, who is seated on a white lotus at the side of the market- 
place, (wears) a white garment and ointment, always grants the worshipper 


278 Metre: Sardilavikridita. 


279 sit@ngam prabhum MMA. 
280 Metre: Sardilavikridita. 
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garments, jewels (and) gold with (his) left hand, is marked with the gesture of 
text-exposition in (his) right hand, is worshipped by the best of the demons, 
whose face is smiling (and) whose body colour is white. 


Attributes 
R gesture of text-exposition; L distributing garments, jewels and gold 


Remarks 

Like 78 Guru, Sukra/Venus is described as distributing precious objects to 
his*®! devotees. Accordingly the rituals center around the acquisition of 
wealth. Similar descriptions of the heavenly body appear in PS 34.64, NP 
1.69.137cd—138ab, SVT 2, p. 565, 20-21 (quoting the Sarasamgraha) and MT 
22.122cd—123ab. 

The gesture of text-exposition (vyakhyaGnamudra), which is also an attribute 
of 47 Bala 8 and 80 (Veda-) Vyasa, is not described in the MM. The drawing in 
T1, p. 141 and T2, p. 445 (= 79) depicts Sukra making the gesture of protection. 
In drawings 47 and 80a, however, the artist shows the gesture of knowledge 
instead, which is defined by Mahidhara as the joining of the thumb and index 
finger (12.76). 


80 (Veda-) Vyasa 


Text 
vyakhyamudrikayd lasatkaratalam sadyogapithasthitam 
vame janutale*®* dadhanam aparam hastam?®> suvidyanidhim [ 
vipravratavrtam prasannamanasam pathoruhangadyutim 
paraSaryam ativa punyacaritam vyasam smaret siddhaye // 15.1037°4 
Translation 
One should recall Vyasa for success, the palm of whose hand is shining with 
the gesture of text-exposition, who is on an excellent yoga seat, who places 
(his) other hand on (his) left knee, who is a treasure of excellent knowledge, 
is surrounded by a multitude of Brahmins, whose mind ts tranquil, whose body 


281 Sukra is a male deity in the Indian pantheon. 

282 With LU, MMA, NP, jana° B. 

283 hastesu vidyadnidhim LU, MMA (instead of hastam suvidydanidhim). 
284 Metre: Sardilavikridita. 
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colour is like that of a (blue) 2° lotus, who is ParaSara’s son (and) whose life is 
extremely meritorious. 


Attributes 
R gesture of text-exposition; L placed on left knee 


Remarks 

The sage Vedavyasa, the son of Satyavati and ParaSara, is traditionally con- 
sidered the compiler of the four Vedas, the Mahabharata, the eighteen Maha- 
puranas and other works. In the MM his worship is recommended in order to 
acquire writing skills and wealth (15.106—107ab). When repeated in combina- 
tion with that of the following deity, Mahamrtyumjaya (81), his mantra is said 
to bestow all desired objects (15.107cd—109). Exactly the same verse is found 
in NP 1.81.136, with the passages MM 15.101—107ab and NP 1.81.134—140ab 
corresponding to each another. A similar description of Vyasa appears in PS 
34.66. According to the Paficaratra system, Vyasa is a secondary form of Visnu 
and, along with Hayagriva and Sarasvati, is considered a deity of learning; icons 
of the three deities are occasionally installed near libraries (Champakalakshmi 
1981: 171). 

The drawing in Tl, p. 142 and T2, p. 442 (= 80a) shows Vyasa instruct- 
ing three students sitting before him. The sage is seated cross-legged on a deer 
hide with the yogapatta, a band encircling the knees and supporting the medi- 
tation posture. His left hand is stretched over his left knee and holds the rosary, 
while his right hand makes a gesture. The gesture of text-exposition (vyakhyd- 
[na]mudra) is prescribed, but not defined, in the MM. The artist drew the ges- 
ture of knowledge (jidGnamudra) (cf. also illustrations 47, 80b and 80c), which 
is defined in MM 12.76 as the joining of the thumb and index finger, and which 
is also made by 47 Bala 8 and 79 Sukra. Raghavabhatta’s commentary gives 
the same description for the gesture of text-exposition and the gesture of know]l- 
edge (p. 405, 20-22 on ST 7.82 and p. 358, 21-23 on ST 6.4). The second draw- 
ing (= 80b), taken from the Devatanamakusumamanjari, composed in 1859 by 
Krsnaraja Wodeyar III, king of Mysore, and reproduced from Rao 1988-1992, 
volume 6: 165, shows Vyasa sitting in a pavilion. He has the staff of an ascetic 
on his shoulder, a water vessel in front of him and instructs two disciples. The 
gesture made with his nght hand seems to be the previously described gesture 
of knowledge; this gesture is also displayed by a brass statue of Vyasa from 


285 The autocommentary explains nilendivara(kantim). 
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the Sri-Parasuramasvamin Temple, dedicated to Visnu, at Tiruvallam, district 
Trivandrum (= 80c). 


81 Mahamrtyumjaya 


Text 
hastambhojayugasthakumbhayugaldad uddhrtya toyam Sirah 
sifiicantam karayor yugena dadhatam svanke sakumbhau karau / 
aksasranmrgahastam ambujagatam mirdhasthacandrasravat- 
piyasonnatanum bhaje sagirijam mrtyumjayam tryambakam |/ 16.197°® 
Translation 
I worship Tryambaka7®’ Mrtyumjaya, who with two hands sprinkles (his own) 
head with water taken from two vessels held in two lotus-like hands, who places 
in his lap two hands with vessels, who (holds) a rosary and a deer in (two other) 
hands, 1s on a lotus, whose body is moist from the nectar flowing from the moon 
(digit) located on (his) forehead/head (and) who is accompanied by the daugh- 
ter of the mountain (Parvati). 


Attributes 

(R) holding water vessel in lap (lowermost hand), water vessel (third hand from 
top), sprinkling water (second hand from top), rosary (uppermost hand); 

(L) holding water vessel in lap (lowermost hand), water vessel (third hand from 
top), sprinkling water (second hand from top), deer (uppermost hand) 


Remarks 

Chapter 16 of the MM introduces two forms of Siva, 81 Mahamrtyumjaya 
and 82 Maheéa, followed by Siva’s friend Kubera (83). Mahamrtyumjaya, 
“the great conqueror of death,” also called Tryambaka in some texts, bathes 
himself with water, representing the nectar of immortality, which is contained 
in vessels held in his hands and thereby conquers death. His body is also moist 
from the nectar secreted from the moon (digit) on his forehead/head. He is 
accompanied by Parvati. The characteristic emblems of Siva, the pair, the 


286 Metre: Sardiilavikridita. 
287 Mahidhara takes Tryambaka to mean “having three eyes,” in contrast to the most likely 
older meaning which is “having three mothers.” (Kosambi 1962: 84) 
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rosary — the deer, are among his attributes. I assigned them to his right and left 
hands, following earlier descriptions in the MM (cf. 4 and 5). 

Dhanvantari, the physician of the gods, 1s similarly described as shower- 
ing himself with nectar (PSSS, p. 793, 4-7 and drawings in Rao 1988-1992, 
volume 3: 160). The mantra employed in Mahamrtyumjaya’s worship is the 
widely-known Vedic stanza beginning with the words tryambakam yajdmahe 
(Rg- Veda 7.59.12). Similar descriptions of the deity without a consort are found 
in PS 33.8288 and ST 23.9.89 In the MM’s description the deity holds four ves- 
sels, while according to the PS and the ST he holds five. 

Rupamandana 4.14—15 describes a six-armed icon holding the trident and 
the rosary in the right hands and the skull and the vessel (kKundik4) in the left 
hands. Two hands are joined in the yogamudra. Agni-Purana 326.26—27, on the 
other hand, presents a four-faced icon, holding a vessel in two hands and mak- 
ing the gestures of protection and wish-granting with two other hands. 

Of the representations of Mrtyumjaya that I have examined, none cor- 
responds exactly to the MM’s description. An eighteenth-century Basohli 
painting, preserved in the Bharat Kala Bhavan, Varanasi, no. 84248 (= 
81b),2” shows the deity with eight arms. His two back hands hold vessels 
from which the god pours water on his own head. His next two hands also hold 
vessels. The following two hold a vessel (right) and a deer (left), while his 
front arms hold a rosary (right) and a vessel (left). One would expect the pair 
of attributes, the rosary — the deer, to be in opposing hands. P4rvati is absent. 
An eighteenth-century painting from the old palace shrine in Porbandar (= 
81c) reproduced from Sivapriyananda 1990, no. 37, shows a similar image of 
Siva, with the full moon over his head showering nectar. His two back hands 
are raised under the nectar stream, his next two hold the rosary (right) and the 
deer (left). The following two hands and his front pair of hands hold vessels. 
Parvati is absent in this painting as well. A late eighteenth-century icon of the 
deity with only six arms accompanied by Parvati is preserved in the Museum 
& Art Gallery, Chandigarh and is reproduced in Panthey 1987, plate 15. A 
similar type with three faces and eight arms, also from the eighteenth century, 
is depicted on the wall of the Banalingesvara Temple, Chamba, Himachal 
Pradesh, and is reproduced in Panthey 1987, plate 17 (unclear); the noose and 
the wish-granting gesture are among the attributes. 


288 The deity is called Tryambaka-Rudra; the stanza is quoted in PSSS, p. 845, 17-20, SR 
2.22.193 and in TS, p. 327, 25-28. 

289 The deity is called Tryambaka; the verse is quoted in TS, p. 326, 20-22, SVT 2, p. 627, 
12-15, SVT 2, pp. 633, 31 — 634, 2 and in MT 11.104. 

290 The style of painting 8/b is similar to that of 95b. 
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The drawing in T1, p. 143 and T2, p. 455 (= 8/a) is based on a misinter- 
pretation of the text. The deity, seated on a lotus, has only four arms; his nght 
back hand holds the rosary, his left back hand the deer, his two front hands hold 
vessels of plenty (purnakalasga), which are represented as vessels topped with 
leaves and a coconut. Parvati is absent, but Ganga appears in Siva’s matted hair. 


82 Mahesa (Siva) 


Text 
kailadsadcalasamnibham trinayanam pancasyam ambayutam 
nilagrivam ahifabhisanadharam vyaghratvaca pravrtam / 
aksasragvarakundikabhayakaram??' candrim kalam bibhratam 
gangambhovilasajjatam daSabhujam vande maheSam param |/ 16.76?" 


Translation 

I worship the highest Mahesa, who resembles the Kailasa mountain (in majesty 
and white colour), has three eyes, five faces, is accompanied by Amba, has a 
blue neck, bears ornaments (in the form) of the lords of the snakes, wears a 
tiger skin, (holds) in (his) hands a rosary, (makes) the wish(-granting gesture), 
(holds) a vessel, (makes the gesture of) protection, bears the moon digit (on his 
head), whose matted hair shines with the water of the Ganges (and) who has 
ten arms. 


Attributes 
R rosary, wish-granting gesture; L vessel, gesture of protection (only four at- 
tributes, but ten hands) 


Remarks 

Maheé§a, “‘the great lord,” is an epithet of Siva and often refers to his fully man- 
ifested supreme form. The distribution and colours of his five faces are not in- 
dicated. The only other five-faced deity described in the MM is Sarada (107). 
In her case, Mahidhara specifies that the central (i.e., the upper or top) face 
is white, the eastern face is yellow, the southern one is dark, the western one 
white and the northern one red. In the manifestation of SadaSiva, the five faces 
are usually taken to represent ISana/ISvara, Tatpurusa, Aghora, Vamadeva and 


291 With LU, MMA, °sragvaku® B. 
292 Metre: Sardilavikridita. 
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Sadyojata (see e.g., VdhP, pratimdalaksana section, 48.1). They are identified 
with the five elements: water, earth, wind, fire and ether. This five-faced form 
with a consort corresponds to a ten-syllabled mantra, which is employed in con- 
nection with the repetition of the Rudradhyaya (Taittiriya Samhita 4.5.1-11). 
According to the above description, the deity possesses ten arms, but only four 
attributes are mentioned, the common pair of gestures and the rosary and the 
water vessel. This combination of attributes does not seem to be found with 
other forms of Mahe§a (cf. the descriptions in Rao 1914-1916, volume 2: 379-— 
386 and Panthey 1987: 37-39). 

The drawing in T1, p. 144 and T2, p. 466 (= 82) shows the five-faced Siva 
seated on a throne. His ten hands hold (from his right back hand to his right front 
hand) an unidentified object, the trident, the mace, the gesture of protection and 
the rosary and (from his left back hand to his left front hand) an unidentified ob- 
ject, the rattle drum, the bow, the bell and the vessel. The wish-granting gesture 
is missing. Ganga is stationed in the hair of his central head, while Parvatt is sit- 
ting at Siva’s feet. His five faces are shown in one row, two on either side of the 
central face. 


83 Dhanada (Kubera) 


Text 

,..dhanadam cintayed alakadgatam // 16.108cd*”? 
manujavahyavimanavarasthitam 

garudaratnanibham nidhindyakam / 
Sivasakham?™* mukutddivibhisitam 

varagade dadhatam bhaja tundilam // 16.109” 


Translation 
...One should think of Dhanada, who lives at Alaka. 

Worship (Dhanada), who is in an excellent aerial chariot drawn by men, 
who is the (dark) 2” colour of emerald, the lord of treasures, Siva’s friend, who 
is adomed with a tiara and other (ornaments), (makes) the wish(-granting ges- 
ture), holds a mace (and) has a protruding belly. 


293 Metre: Anustubh. 

294 With LU, MMA, °samkha B. 

295 Metre: Drutavilambita. 

296 I take this colour to be dark following PS 14.26d, where the goddess Vanadurga is said to 
be dark as emerald (marakatafyadmd4). 
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Attributes 
R wish-granting gesture; L mace 


Remarks 
Dhanada, “the bestower of money/wealth,” more commonly known by the 
name Kubera, was already described in 54 in the context of the fire sacrifice 
(homa). His attributes were the basket of jewels and the golden vessel of 
money. He appears here again in the context of the forms of Siva, but holds 
the mace, an attribute usually associated with Visnu. As the guardian of the 
northern direction he is said to be a friend of Siva, who presides over the north- 
east (i§dna). Kalidasa’s Meghadita 1.7 and 2.14 calls Siva a friend of Kubera 
and thus testifies to the existence of this belief in the Gupta period. Kubera, 
worshipped to obtain wealth, is visualized in his city Alaka on Mt. Kailasa, 
Siva’s abode, seated in a chariot drawn by men. These “men,” also called nara, 
were originally variously described mythological beings (cf. Coomaraswamy 
1928-1931, volume 1: 8 and volume 2: 24). A similar description of Kubera 
appears in SVT 2, p. 724, 11-13 (the deity’s mount is a man). 

The drawing in T1, p. 145 and T2, p. 473 (= 83) shows Kubera seated in 
a palanquin carried by two men. He seems to hold a second mace in his night 
hand instead of making the wish-granting gesture. 


84 Bhagirathi (Ganga) 


Text 

utphullamalapundarikarucira krsneSavidhyatmika “97 
kumbhestabhayatoyajani dadhati §vetambardlamkrta / 

hrstasya Sasisekharakhilanadisonadibhih sevita 
dhyeyad papavinasini makaraga bhadgirathi sadhakaih // 16.1167”* 


Translation 

Practitioners should meditate on Bhagirathi, who is shining like a white lotus in 
full bloom, who is constituted of Krsna (Visnu), Iga (Siva) and Vidhi (Brahma), 
who holds a vessel, (makes) the wish(-granting gesture), the (gesture of) pro- 
tection and (holds) a lotus, is adorned with a white garment, whose face is de- 
lighted, who (bears) the moon (digit) as (her) head ornament, is served by all 
rivers — Sona etc., destroys sins (and) is on a sea monster. 


297 Suggested emendation against B, LU, MMA °vindhya’. 
298 Metre: Sardilavikridita. 
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Attributes 
R wish-granting gesture, lotus; L gesture of protection, vessel 


Remarks 
Ganga, the river Ganges, most sacred of rivers, is also known as Bhagirathi, 
since she descended to earth as the result of Bhagiratha’s austerities. Mahidhara 
assigns the wish-granting gesture and the lotus to her right hands and the ves- 
sel and the gesture of protection to her left hands. Since the two gestures form 
a pair, I have listed them so that they are in opposing hands. The goddess is 
described here in the context of the forms of Siva, with whom she often ap- 
pears as a consort. A similar iconographic description is found in NP 2.41.33- 
34, Skanda-Purana, 4 (= Kasikhanda), 27.142cd—143 and MT 24.136—137. 
The drawing in T1, p. 146 and T2, p. 475 (= 84a) shows the wish-granting 
gesture and the gesture of protection transposed, most likely following a South 
Indian tradition (cf. Jouveau-Dubreuil 1937: 128-129). The vessel in the god- 
dess’s hand is depicted as a vessel of plenty (purnakalaS$a), topped with leaves 
and a coconut. The goddess is worshipped by two females, perhaps river god- 
desses. In the lithograph of Ganga, printed in Kolhapur, Maharashtra in 1881 
(= 84b) the goddess holds the lotus and the vessel in her right hands and makes 
the gestures of protection and wish-granting with her left hands. 


85 Manikarnika 


Text 
phullendivaranirmitam karatale madlam asavye kare 

bijapuraphalam sitambujamayim malam dadhanda hrdi | 
§vetaksaumavrta Saradvidhunibha tryaksa nibaddhanjalir 

dhyatavya manikarnika ravisamd toyes§akasthamukhi // 16.1327?" 


Translation 

One should meditate on Manikarnika, who holds a garland made of blue lotuses 
in full bloom in the palm of (her nght) hand (and) the fruit of the citron tree in 
(her) left hand*™ (and wears) on (her) chest a garland made from white lotuses, 
who is covered with a white silken garment, 1s the colour of the autumn moon 


299 Metre: Sardilavikridita. 
300 The distribution of the attributes in the left and right hands is confirmed by Mahidhara’s 
commentary. 
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(= white), has three eyes, has made the avijali (gesture), is (as radiant) as the 
sun (and) faces Varuna’s direction (= west). 


Attributes 
R garland of blue lotuses, avijali (gesture); L fruit of the citron tree, avijali (ges- 
ture) 


Remarks 

After the sacred river Ganga, the goddess Manikarnika 1s described. The name 
Manikamika is traditionally explained as “a jewelled ear-ring” (Eck 1982: 242- 
243), on the basis of statements in Siva-Purana 4.22.1-17 and Skanda-Purana, 
4 (= Kasikhanda), 26.65; it may indicate a connection with Yaksas and Nagas, 
whose names often begin with the word mani (“jewel”) (Eck 1982: 244). The 
goddess presides over that part of the Ganga which is the most sacred pool (ti- 
rtha) in Varanasi, where Siva is thought to be perpetually present.*°! Bathing 
in that pool is considered most auspicious; dying there is said to lead to liber- 
ation. Manikarnika makes the afjali gesture, usually made by devotees, which 
may indicate here that she 1s subordinate to Ganga. A similar description of the 
goddess appears in MT 24.124 and 32.403cd—40Sab. 

The painting from the illustrated manuscript of the Sritattvanidhi, no. SA. 
852, folio 55a (= 85a), preserved in the Oriental Research Institute of the Uni- 
versity of Mysore, shows the attributes described above, except that the garland 
is made of red, not blue, lotuses. This painting accompanies a description of the 
goddess in five verses, which is found in the Mysore edition of the STN, but 
which is not found in the VenkateSvar Press edition of the text. These verses 
are attributed to the Kasikhanda, but could not be identified in it. The drawing 
in T1, p. 147 and T2, p. 480 (= 855) shows the goddess standing on the steps 
leading to the pool. She holds a single lotus (instead of the garland) in her right 
hand; the afjali gesture, in which the palms of both hands are joined, is replaced 
with the gesture of protection (right) and the wish-granting gesture (left). 


86 Kartaviryarjuna | 
Text | 
udyatsuryasahasrakantir akhilaksonidhavair vandito 
hastanam Satapaficakena ca dadhac capan isiims tavata*°? | 


301 For a description of the Manikamika Ghat in Varanasi, see Eck 1982: 238-251. 
302 tavatah MMA. 
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kanthe hatakamd@layda parivrtas cakravataro hareh 

payat syandanago ’runabhavasanah Srikartaviryo nrpah // 17.12° 
Translation 
May the king, the noble Kartavirya protect (us), he who is the colour of a thou- 
sand rising suns, is worshipped by all kings, holds with 500 hands bows and 
with as many (= 500 hands) arrows, whose neck is encircled with a golden gar- 
land, who is the avatdra of Hari’s wheel, is on a war-chariot (and wears) a red 
garment. 


Attributes 
R 500 arrows; L 500 bows 


Remarks 

Chapter 17 describes two forms of Krtavirya’s son Kartavirya, also called 
Arjuna or Sahasrarjuna. He was king of the Haihayas at Mahismati°*™ on the 
river Narmada and was considered an avatdra of Visnu’s sudarfana wheel. 
The Puranic accounts of Kartavirya are summarized in Gail 1977. The deity is 
worshipped especially with offerings of lamps (dipadana) (MM 17.57-117) 
and, on a popular level, is also remembered for lost objects.°*°> For similar 
descriptions of Kartavirya, see NP 1.76.17-18, PSSS, p. 601, 6-11, MT 
35.22-25; the same verse is found in PSSS, p. 604, 18-21, SVT 2, pp. 534, 
29 — 535, 6 (quoting the Uddamesvaratantra), and STN 2.74 (quoting the 
Damaratantra). 

The drawings in T1, p. 148 and T2, p. 485 (= 86a) and the Purascarya- 
mava’s appendix Dhyeyadevatacitrani, p. 18 (= 86b) correspond to the MM’s 
description and show Ka@rtavirya on a war-chariot. The painting (= 86c) from 
the illustrated manuscript of the STN, preserved in the Oriental Research In- 
stitute of the University of Mysore, no. SA. 852, folio 87b, depicts Kartavirya 
sitting on a throne. 


303 Metre: Sardilavikridita. 

304 Sankalia 1963 identifies the place with Maheshwar (22° 11’ N and 75°36’ E) on the northern 
bank of the Narmada, about fifty miles south of Indore. 

305 See the text of the thirty-two-syllabled mantra in MM 17.52-53: 
kdrtaviryadrjuno nama raja bahusahasravan / 
tasya samsmarandd eva hrtam nastam ca labhate // 
“The king named K4rtaviryarjuna had 1000 arms; by merely recalling him one obtains what 
is stolen or lost.” 
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87 Kartaviryarjuna 2 


Text 
sicyamanam>™ yuvatibhih kridantam narmadajale | 
hastair jalaugham*’ rundhantam dhyayen mattam nrpottamam // 17.50° 


Translation 

One should meditate on the intoxicated best king, who, playing in the water of 
the Narmada, is pelted (with water) by young women (and) obstructs the water 
current with (his) hands. 


Attributes 
obstructing the water current 


Remarks 

The above description is based on an episode in the life of Kartavirya, who 
ruled at Mahismatt on the nver Narmada. According to Brahmanda-Purana 
2.3.69.27-28,° the king held back the waves of the ocean during the rainy 
season and subdued the Narmada; cf. also the description in Bhagavata-Purana 
9.15.20. The above verse MM 17.50 agrees exactly with NP 1.76.54cd—SSab, 
with all of chapter 17 corresponding to NP 1.76. For a similar description of 
Kartavirya, see SVT 2, p. 541, 8-11 (quoting the Sarasamgraha?). 

A painting by (most likely) Sahtbdin of Udaipur from the illustrated 
manuscript of the Bhagavata-Purana, dated 1648 CE, preserved in the Bhan- 
darkar Oriental Research Institute, Pune, Maharashtra, no. 61/1907-—15, folio 
42b, depicts this event as one of four episodes in the life of Kartaviryarjuna (= 
87, lower right comer): The king, bathing with young women in the Narmada 
river, obstructs the course of the water (cf. Bhagavata-Purana 9.15.20). 


88 Kalaratri (Maya) 


Text 
udyanmartandakantim vigalitakavarim krsnavastravrtangim 
dandam lingam karabjair varam atha bhuvanam samdadhanam trinetram|/ 


306 With MMA, sificya’ B, LU, NP. 

307 With LU, MMA, NP, ° gha B. 

308 Metre: Anustubh. 

309 The verse is defective; cf. also Kirfel 1927: 415, no. 27. 
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nanakalpaughabhasam>"° smitamukhakamalam sevitam devasamghair 
mayarajnim 31! manobhisaravikalatanim GSraye kdlaratrim // 18.113!" 
Translation 
I turn to Kalaratri, who is the colour of the rising sun, whose hair braids are 
dishevelled, whose body is covered with a dark garment, who holds with (her) 
lotus-like hands a staff, (Siva’s) liriga, (makes) the wish(-granting gesture), then 
(holds) the universe,*!? who has three eyes, shines with a multitude of various 
kinds of ornaments, whose lotus-like face is smiling, who is served by groups 
of gods, the queen Maya, whose body is disabled by the love god’s arrows. 


Attributes 
R staff, wish-granting gesture; L /iniga, universe 


Remarks 

Chapter 18 deals with various forms of the goddess Durga. The first is Kalara- 
tri, whose name is interpreted as “the night of destruction (at the end of the 
aeon)” or “the dark night.” The goddess is identified with Maya (Durga).°'* She 
is a fierce manifestation worshipped on the pedestal of Kali (18.13). Among 
her attributes are the Sivalinga, indicating her close association with the god, 
and “the universe,” which she destroys. K4@laratri is said to live in Alarka (18.7; 
see also SVT 2, p. 396, 17: alarkapuravasini),>!5 a sacred place near Prayag/ 
Allahabad, Uttar Pradesh. The goddess is invoked especially in connection with 
the six rites of magic, including that of “liquidation” (mdrana). K4laratri is in 
a group of nine Durgas (navadurga), which includes Sailaputri, Brahmacarini, 
Candaghanta, Kusmanda, Skandamata, Katyayani, Kalaratri, Mahagauri and 
Siddhidatri (Mishra 1973: 23).7!© These goddesses are worshipped on succes- 
sive days of the Navaratra festival at Varanasi (Eck 1982: 360). In the Buddhist 
Tantric pantheon, the deities Samvara, Saptaksara-Vajradaka and Vajravarahi 
are stepping on Kalaratri and her partner Bhairava. 


310 nandkalpair vibhdsam MMA. 

311 With LU, MMA, mayam rajriim B. 

312 Metre: Sragdhara. 

313 Mahidhara’s autocommentary explains bhuvana as brahmanda (‘the universe’’). 

314 Kalaratn and Mahamaya appear in Puranic lists of names of the goddess; see Kirfel 1927: 
109, no. 75. 

315 Citrav 1969: 148 identified Alarka with the village Arail on the southem bank of the Ya- 
muna river. 

316 The goddesses’ names vary. A different set of nine Durgas appears in Kalika-Purana 59.22- 
23 (Shastri 1994: 58-59). 


rates GOogle 


186 2 The Deity Descriptions 


A similar iconographic description of the goddess is found in SVT 2, p. 396, 
24-29. A different iconographic type of K4laratri, as a naked goddess riding a 
donkey and holding up a banner, is described in STN 2.130 (quoting “the Nr- 
simhaprasada”’); see also the drawing in Ganapathi Sthapati 1981: 136+, no. 
129 (= 88D). 

The drawing in T1, p. 149 and T2, p. 508 (= 88a) shows the goddess in 
a standing position attended by the four-armed Siva and two other gods. The 
“universe” is represented as a globe. 


89 Mahakali 


Text 

khadgam cakragadesucapaparighan>"' chilam bhusundim Sirah 
§ankham3'8 samdadhatim karais trinayanam sarvangabhisavrtam?"? / 

yam astaut svapite 320 harau kamalajo hantum madhum kaitabham 321 
nilafmadyutim 322 asyapadadasakam seve mahakalikam // 18.144 423 


Translation 

I serve Mahakalika, who holds with (her) hands a sword, a wheel, a mace, 
an arrow, a bow, an iron club, a spear/trident, a bhusundi,**4 a head (and) 
a conch, who has three eyes, whose entire body is covered with ornaments, 
whom Brahma praised when Hari slept in order to kill Madhu (and) Kaitabha, 
who Is the colour of a sapphire (and) has ten faces and ten legs. 


Attributes 


R sword, wheel, arrow, head, conch; L mace, bow, iron club, spear/trident, 
bhusundi 


317 With Guptavati, LU, MMA, SaptaSativyakhyana, STN12, cakramapesu° B. 

318 pasdn SaptaSativyakhyana. 

319 °abhrtam Guptavati, SaptaSativyakhyana. 

320 chayite Saptasativyakhyana. 

321 Lines 3 and 4 are interchanged in Guptavati, Saptasativyakhyana, STN 12. 

322 With Guptavati, LU, MMA, Saptasativyakhyana, STN12, °dsma° B. 

323 Metre: Sardilavikridita. 

324 BhuSundi (also spelt bhusundi) seems to be a kind of missile. It is included in the list of 
thirty-six attributes (@yudha) found in Bhuvanadeva's Aparajitaprccha 235.11d. Illustration 
Ila, a chart of attributes from the illustrated manuscript of the STN, shows this weapon as 
the first attribute from the right side in row two. 
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Remarks 

In the following, Mahakali, Mahalaksmi and Mahasarasvati, who are con- 
sidered three aspects of the goddess Candika,**> are presented. They are 
worshipped successively at the time of the recitation*“° of the Devimahatmya 
or DurgasaptaSati, a text ascribed to the Markandeya-Purana (ca. 500-600 
CE). The goddesses are associated with the colours dark, red and white 
respectively, with the qualities (guna) darkness (tamas), passion (rajas) and 
purity/goodness (sattva), and with the cosmic functions of reabsorption, 
maintenance and creation, which are usually attributed to Siva, Visnu and 
Brahma. The text of the Devimahatmya does not contain descriptions of the 
goddesses. They appear later in the Rahasyatraya, a text of unknown date, 
which is appended to the Devimahatmya and is considered an integral part 
of it by commentators. These iconographic descriptions are also found in 
Devibhagavata-Purana 9.50.65—72, which is part of a section of the Purana 
assigned to the fifteenth to seventeenth centuries (Brown 1990: 225). MM 
18.161—164 and contemporary editions of the Devimahatmya prefix the dhya- 
na verses to the three main sections of the text. The verse describing Mahakali 
precedes “‘the first account” (prathamacaritra) of the text, the one addressing 
Mahalaksmi precedes “the middle account” (madhyamacaritra) and the one 
on Mahasarasvati is inserted before “the final account” (uttamacaritra). 

The three verses describing the goddesses in the MM are grouped together 
and are part of an introduction to the Devimahatmya in the texts of two com- 
mentaries: the commentary on the Devimahatmya by Nagoji, entitled SaptaSati- 
vyakhyana, p. 37, 19-24 and the one by Bhaskararaya Makhindra, entitled Gup- 
tavati, p. 13, 15—19. Both authors lived after Mahidhara; Nagoji’s literary career 
fell between 1688 and 1755,°*’ while Bhaskararaya flourished from the first 
half to the middle of the eighteenth century. It is possible that Mahidhara, Na- 
goji and Bhaskararaya Makhindra borrowed the verses from the same source. 
Or should one assume that the verses were originally written by Mahidhara and 
adopted by the others? The three goddesses’ descriptions also appear with vari- 
ants in STN 1.3—5 (quoted from “the Candikalpa”’. 


325 For a sketch of the historical development of the three manifestations, see Brown 1990: 
132-154. 

326 This is especially the case with the hundredfold and thousandfold recitations (fatacandi, 
sahasracandi) of the text. 

327 For this date, see Goudriaan in Goudriaan/Gupta 1981: 169, note 25. 
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188 2 The Deity Descriptions 


The three forms of the goddess are widely known. The pilgrimage centre of 
the goddess in the village Vindhyachal between V4aranasi and Allahabad, at the 
foot of the Vindhya mountain range, has a triangular arrangement represent- 
ing the goddess’s three forms (Brown 1990: 291). The first three days of the 
Navaratra festival at Mysore are devoted to them (Brown 1990: 291). The mod- 
ern Mahalaksmi Temple at Saras Baug in the city of Pune, Maharashtra, houses 
icons of the goddesses; their iconography, however, differs from the MM’s de- 
scription. 

The above description of Mahakali contains a reference to the story of 
Brahma appealing to the goddess Maya, Visnu’s Sakti, to leave Visnu so that 
he would wake up and slay the demons Madhu and Kaitabha (Devimahatmya 
1.89f.). Mahakali has ten arms holding a variety of attributes, which are listed 
above in the order indicated in Mahidhara’s autocommentary. They include 
the Vaisnava pair, the wheel — the conch (inaccurately distributed in her hands 
on one side), and the mace, also the pair, the sword — the head and the pair, the 
arrow — the bow (not held in opposing hands). The iconography of the goddess 
is rather unusual in that she has ten legs and ten faces. In multiple-faced deities, 
one pair of hands usually corresponds to one face. One would then expect 
the goddess to have twenty arms corresponding to ten faces. The ten legs are 
also unusual in Hindu iconography. Mahakali is distinctly different from the 
four-armed fierce Kali (15) described earlier. 

The drawing in T1, p. 150 and T2, p. 534 (= 89a) shows Mahakali in a stand- 
ing position, her ten faces arranged in three tiers of five, three and two faces 
each. The attributes in her right and left hands correspond to the MM’s descrip- 
tion, but are found in a slightly different order. The weapon/missile bhusundi 
is represented as a blackish oval-shaped object. Paintings of Mahakali are fre- 
quently found in illustrated manuscripts of the Devimahatmya/DevisaptaSatt. 
The nineteenth-century painting from the B.J. Institute of Learning and Re- 
search, Ahmedabad (= 89) is a good example. It shows the goddess seated on a 
lotus, her ten faces in a single row. The distribution of attributes differs slightly 
from the above description, while some objects cannot be identified clearly. An 
eighteenth-century Pahari painting from Kangra, published in Bharany 1984: 
23 and Mookerjee 1988: 69 (detail only), shows the goddess in a standing po- 
sition, her faces arranged in a single row. She is facing the two demons Madhu 
and Kaitabha. The illustrated manuscript of the STN, preserved in the Orien- 
tal Research Institute of the University of Mysore, no. SA. 852, folio 2a, also 
shows the goddess in a standing position. 
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90 Mahalaksmi 189 
90 Mahalaksmi 


Text 
aksasrakparasii°”* gadesukuligam padmam dhanuh kundikam 

dandam Saktim asim ca carma jalajam ghantam suradbhdajanam / 
Stilam paSasudarSane ca dadhatim hastath pravalaprabham 

seve sairibhamardinim iha mahdlaksmim sarojasthitam // 18.145°”? 


Translation 

I serve here Mahalaksmi, who holds with (her) hands a rosary, an axe, a mace, 
an arrow, a thunderbolt, a lotus, a bow, a vessel, a staff, a spear and a sword, 
a shield, a conch,?”” a bell, a liquor vessel, a spear/trident, a noose and the su- 
darfana (wheel), who is the colour of coral, crushes the buffalo (and) is on a 
lotus. 


Attributes 
R rosary, lotus, arrow, sword, thunderbolt, mace, sudarfana wheel, vessel, 
conch; L axe, bow, staff, spear, shield, bell, liquor vessel, spear/trident, noose 


Remarks 

Mahalaksmi, “the great Laksmi!,” is considered the aspect of Durga who 
presides over “the middle account” (madhyamacaritra) of the Devimahatmya. 
When the goddess crushed Mahisasura, a demon in buffalo form under her 
foot, the demon emerged with a body that was half-human and was subse- 
quently killed by the goddess (3.4042). The above verse also appears in two 
commentaries on the Devimahatmya; in Nagoji’s SaptaSativyakhy4na, p. 37, 
21-22 and Bhaskararaya’s Guptavati, p. 13, 16-18 and further in STN 1.4. 
Mahalaksmi described here is obviously a form of Durga Mahisasuramardini, 
Slayer of the buffalo demon Mahisasura, and different from the benevolent 
Laksmi, the goddess of prosperity. The attributes are listed above in the order 
indicated in Mahidhara’s autocommentary. The pairs, the arrow — the bow 
and the sword — the shield are usually found in opposing hands. The pair of 
Vaisnava attributes, the wheel — the conch 1s inaccurately assigned to hands on 
the same side of the goddess’s body. 


328 °sum Guptavati, STN12. 
329 Metre: Sardilavikridita. 
330 Mahidhara interprets ja/aja (literally ““water-born”) as “‘a conch,” not “‘a lotus.” 
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190 2 The Deity Descriptions 


The drawing in T1, p. 151 and T2, p. 535 (= 90a) shows the goddess seated 
on a lotus throne stepping on Mahisasura with one foot as he emerges from 
the slain buffalo. The attributes in her right and left hands correspond to the 
MM’s description; their order, however, differs slightly. A Pahari painting, dat- 
ing from ca. 1900, preserved in the National Museum, New Delhi, no. 82.426 
(Ajit Mookerjee Collection) (= 90b) also shows the goddess seated on a lotus; 
the buffalo demon is absent and her attributes differ slightly. In a painting of 
the Kangra school, published in Bharany 1984: 37, the goddess is standing on 
a lotus, having cut off the demon’s head. 


9] Mahasarasvati 


Text 
ghantasilahalani**' Sarikhamusale*** cakram dhanuh sayakam>*° 
hastabjair dadhatim ghanantavilasacchitamSutulyaprabham / 
gauridehasamudbhavam trijagatam Gdharabhiitam maha- 
purvam atra sarasvatim anubhaje Sumbhadidaityardinim // 18. 146 354 


Translation 

I worship here Sarasvati, who is preceded by (the epithet) “great” (maha) (i.e., 
Mahasarasvati), who holds with (her) lotus-like hands a bell, a spear/trident, a 
plough, a conch, a pestle, a wheel, a bow (and) an arrow, whose colour is like 
that of the moon shining in autumn (= white), who was bor from Gauri’s body, 
supports the threefold world (and) kills demons such as Sumbha. 


Attributes 
R conch, pestle, wheel, arrow; L bell, spear/trident, plough, bow 


Remarks 

Mahasarasvati, “the great Sarasvati,” is considered the aspect of Durga who 
presides over “the final account” (uttamacaritra) of the Devimahatmya. Ac- 
cording to that text, she was born from Parvati’s body in order to destroy the 
demons Sumbha and Nisumbha (5.85). The above verse is also found in Nago- 


331 ghantam §a° Guptavati, STN12. 
332 °lau STN12. 

333 °kdn Guptavati. 

334 Metre: Sardilavikridita. 
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92 Kukkuta 19] 


jil’s commentary, SaptaSativyakhyana, p. 37, 22-24, Bhaskararaya’s Guptavati, 
p. 13, 18-19 and STN 1.5. The goddess holds the Vaisnava pair of attributes, the 
conch — the wheel (inaccurately distributed in her right hands), the agricultural 
symbols, the pestle — the plough (not assigned to opposing hands), the pair of 
weapons, the bow — the arrow and the bell and the trident. 

The drawing in T1, p. 152 and T2, p. 536 (= 9/a) shows the goddess in 
a standing position holding the attributes listed above; details of their distri- 
bution differ. The illustrated manuscript of the STN, preserved in the Oriental 
Research Institute of the University of Mysore, no. SA. 852, folio 2b (= 9/b), 
also shows the goddess in a standing position. She holds the attributes listed 
in the MM, but their distribution differs slightly. A painting from the Kangra 
school, published in Bharany 1994: 81, corresponds to the MM’s description, 
and shows the goddess in a standing position facing an army of demons. 


92 Kukkuta 


Text : 
sarvalamkrtidiptakanthacarano hemabhadehadyutih 
paksadvandvavidhiinane ‘tikuSalah sarvamardabhyarcitah / 
gaurihastasarojago ’runasikhah sarvarthasiddhiprado 
raktam caficuputam dadhac calapadah payan nijan kukkutah** // 19.8°° 


Translation 

May the cock protect his own (devotees), (the cock) whose neck and feet shine 
with all kinds of ornaments, whose body colour is golden, who is extremely 
skilled in flapping (his) two wings, is worshipped by all gods, is on Gauri’s 
lotus-like hand (or: on a lotus held in Gauri’s hand), 3’ whose comb is red, who 
grants success in all matters, has a red beak (and) whose feet are moving. 


Attributes 
not mentioned 


335 With LU, °rén B, MMA. 

336 Metre: Sardilavikridita. 

337 The first translation is preferable, since MM 19.10 confirms that the cock is on Gauri’s 
hand (gaurikarasthita). The drawing in the Telugu MM (= 92), however, reflects the second 
interpretation. 
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192 2 The Deity Descriptions 


Remarks 
Chapter 19 of the MM addresses Siva and the deities associated with him. 
Kukkuta, “the (wild) cock,” also called Kukkutesvara, “the lord of the cocks,” 
Caranayudha (“having legs as weapons’), also called Tamractida (“having a 
red crest’’), is an emblem usually held by Skanda. Here the cock is associ- 
ated with Gauri and is worshipped on a Saiva pedestal. The worship rituals 
include the usual rites of magic. In addition a ritual is prescribed in which a 
wooden icon of the cock is infused with life, placed on a chariot, escorted 
by four armed warriors on horseback and brought to the battle field in order 
to frighten enemies (19.48-51). A similar description of Kukkuta is found in 
Phetkarinitantra 4.4-8 and SVT 2, p. 720, 15-17. 

The drawing in T1, p. 153 and T2, p. 551 (= 92) shows the cock on a lotus 
held in Gaurt’s right hand. 


93 (Maha-) Sastr 1 


Text 

S$astaram mrgayadSsrantam a§varidham gandvrtam / 

pa@niyartham vandd etya Sastre te raivate namah // (see 19.53cd—55 with auto- 
commentary) *”® 


Translation 

Obeisance to you, O Sastr, on Raivata (mountain); (to that) Sastr who is ex- 
hausted from hunting, rides a horse, is surrounded by attendants (gana) (and) 
has come out of the forest for water. 


Attributes 
not mentioned 


Remarks 

The above text is a mantra rather than a description for visualization (dhydna). 
It was included in this collection of deity descriptions since it is descriptive and 
was the basis for an illustration in the Telugu MM (= 93). While MM 19.53cd— 
55 gives the mantra in code, it is provided here in full from Mahidhara’s com- 
mentary. The grammatical construction of the Sanskrit text is defective. In the 


338 Metre: Anustubh. 
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MM and in SVT 2, pp. 721, 31 — 722, 1,°°° which give a similar description 
of the deity, the texts of 93 and 94 are combined, 93 being the mantra and 94 
the dhyana of (Maha-) Sastr. I have separated them here, since the iconography 
seems to differ. TSS 24.10 also gives the above mantra with textual variants. >” 

The mantra describes (Maha-) Sastr, “the (great) ruler,” who is said to oc- 
cupy a special place among Siva’s ganas (autocommentary on 19.54) and is 
worshipped on a Saiva pedestal (19.58). He is said to bestow everything desired 
upon his worshippers. The deity is associated with Raivata, which is identified 
with Girnar mountain in Saurashtra. It is said to be a place in which Siddhas 
and other semi-divine beings dwell. The MM quotes a verse (19.63-64) which 
addresses the deity as the lord of the bhitas.**! Sastr is worshipped in South 
India, and especially in Kerala, as Aiyanar. **? He is also known as Arya or Ha- 
riharaputra, since he is said to have been born from the union of Siva (Hara) and 
Visnu’s (Hari’s) Mohini form. His common mount is the elephant. (Maha-) Sa- 
str as presented here resembles Revanta, the son of Siirya and Samjna, who is 
described as riding a horse and being fond of hunting (Banerjea 1956: 442-443; 
Sahai 1975: 89-97). Revanta is associated with the solar cult. 

The drawing in T1, p. 154 and T2, p. 560 (= 93) shows (Maha-) Sastr on a 
horse and followed by two attendants. He holds the whip and the knife (7?) in 
his night hands and the mace and the reins in his left hands. 


94 (Maha-) Sastr 2 


Text 
sadhyam svapdaSena vibadhya**’ gadham 
nipatayantam khalu sadhakasya / 
pa@dabjayor dandadharam trinetram 
bhajeta Sastaram abhistasiddhyai // 19.57°4 


339 The SVT gives the following text for padas cd: 
pantyartham vind Sastre te nato raivate namah. 
340 The variants appear in pddas c and d: 
paniyartham vandd etam dhyatvaé mrgayurupinam. 
341 This verse, an imitation of the famous Gayatri mantra (Rg- Veda 3.62.10), is as follows: 
om — bhitadhipaya vidmahe mahddevaya dhimahe / 
tan nah Sasta pracodayat |/ 
342 For more information, see the study by Adicéam 1967. 
343 With LU, vibandhya B. 
344 Metre: Upajati. 
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Translation 

One should worship Sastr for the attainment of desired (objects), who holds a 
staff, has three eyes (and) makes the (ritual’s) victim fall at the practitioner’s 
lotus-like feet after binding him tightly with his noose. 


Attributes 
(noose and) staff 


Remarks 

(Maha-) Sastr is described here as carrying a staff and having caught with his 
noose the intended victim (sddhya) of the rite performed by the practitioner. 
A similar description appears in SVT 2, p. 722, 3. The rite referred to is most 
likely that of magical subjugation (vasikarana). ST 10.104 describes the god- 
dess ASvariidha (presiding over her thirteen-syllabled mantra) in connection 
with the rite of subjugation; she is seated on a horse and holding a noose, bind- 
ing and pulling towards herself a female victim and holding a golden staff (ve- 
tra) in her other hand. 


95 Nilakantha (MaheSsvara); for wealth and progeny 


Text 
tato lingasthitam dhydyet suprasannam mahesvaram // 19.81cd°*° 
daksankastham gajapatimukham pramrsan daksadosna 
vamorusthadgapatitanayanke**© guham cdparena / 
istabhiti parakarayuge dharayann indukantih*"' 
so ’vyad asmams tribhuvananato nilakanthas trinetrah |/ 19.82**° 


Translation 
Then one should meditate on the very gracious Mahesvara in the liriga. 

May Nilakantha protect us, who touches with (his) right forearm the face 
of the lord of the elephants (Gane§a) on the right (side of his) lap, and with his 
other (arm) touches Guha (who is) in the lap of the daughter of the lord of the 
mountain (Parvati) (who is) seated on (his) left thigh, (Nilakantha) who holds 


345 Metre: Anustubh. 

346 “rustham nagapatanayanke LU, MMA. 

347 “tir avya@d LU, MMA (instead of °tih so ’vydad). 
348 Metre: Mandakranta. 
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in (= makes with) the other pair of hands the wish(-granting gesture) and the 
(gesture of) protection, who is the colour of the moon (= white), 1s bowed to by 
the threefold world (and) has three eyes. 


Attributes 
R wish-granting gesture, touching GaneSa’s face; L gesture of protection, 
touching Guha 


Remarks 

Descriptions 95-99 present forms of Siva to be worshipped in phallic symbols 
made from clay (pdarthivalinga) for the attainment of specific objectives. De- 
scription 95 presents the Siva group worshipped in order to obtain wealth and 
progeny. It consists of Siva or Nilakantha, “the blue-necked one,” his consort 
Parvati and their two sons GaneSa and Guha/Skanda. Representations of the 
Siva family are quite common, particularly in paintings of the Kangra school 
(Panthey 1987: 60-62, plates 60—63, and Singh 1968: 159). However, of those 
that I have examined, none corresponds exactly to the MM’s description. A 
Basohli painting (= 95b) preserved in the National Museum, New Delhi, no. 
76.628, dated ca. 1740-1750, shows Siva seated on a red lotus which is on a 
golden throne. Siva makes the gesture of protection with his right back hand 
and embraces GaneSa, who is on the right side of his lap, with his right front 
arm. His back left hand makes the wish-granting gesture while his left front arm 
embraces Parvati and their son Skanda, who is seated on the goddess’s lap. P- 
rvati is seated on the left side of Siva’s lap. This painting’s style is similar to 
that of painting 8/b. 

The drawing in T1, p. 155 and T2, p. 566 (= 95a) shows the Siva group 
seated on a throne with the bull, Nandin, in front. Siva, with Gane§a seated on 
his right thigh, holds the trident in his back right hand and the snake in his back 
left hand (instead of making the wish-granting gesture and the gesture of pro- 
tection). He embraces GaneSa with his right front arm and Parvati with his left 
front arm. The goddess bears Skanda on the left side of her lap and holds a lotus 
in her right hand. 


96 Daksinamirti; for learning 
Text 
vidyakadmai§ cintantyah parasum harinam varam // 19.89cd 
jfid@namudram dadhad dhastair vatamilam upa$ritah / 19.90ab*”” 


349 Metre 19.89cd—90ab: Anustubh. 


varies y Google 


196 2 The Deity Descriptions 


Translation 

Those who desire learning should think of (Daksinamirti), who holds with (his) 
hands an axe, a deer, (makes) the wish(-granting gesture and) the gesture of 
knowledge (and) is resting at the root of a vata (tree). 


Attributes 
R wish-granting gesture, gesture of knowledge; L axe, deer 


Remarks 

Daksinamirti,*°° an important form of Siva who teaches especially yoga and 
music, is worshipped in a clay liga in order to acquire learning. No details 
about the rites are provided in the text. The attributes held by the deity are com- 
mon among icons of Siva. The pair of attributes, the axe — the deer, is usually 
found in opposing hands. The vata or banyan tree sheltering the deity is a sa- 
cred tree often associated with Siva. For similar descriptions of Daksinamirti, 
see PS 28.8 (quoted in PSSS, p. 713, 8-11 and SR 2.22.188) and ST 19.19, 
which is based on it. According to both texts the deity makes a gesture, which 
Raghavabhatta’s commentary identifies as the gesture of knowledge, while the 
other hand is placed on his knee. Rao 1914-1916, volume 2: 274 observes that 
the wish-granting gesture is usually made with the hand resting on the deity’s 
knee. Of the various iconographic types of Daksinamiurti the characteristic at- 
tribute is the gesture of knowledge (jAGnamudra). It is defined in MM 12.76 as 
the joining of the thumb and index finger.*>! For a general description of the 
forms of Daksinamirti, see Rao 1914-1916, volume 2: 273-292. None of the 
descriptions in Rao corresponds to the description in the MM. 


97 Harihara; for reconciliation 


Text 


tatra dhyeyo hariharah SankhapadmahiSilabhrt // 19.9\cd 
indranilaSaraccandranibho bhisanapufijavan / 19.92ab*»? 


350 The etymology of the name Daksinamiurti has not been explained satisfactorily. 

351 See also the following definition which is given in Raghavabhatta’s commentary, p. 358, 
21-23 on ST 6.4: The tips of the thumb and index finger are joined and the hand is turned 
sideways. 


352 Metre 19.91cd—19.92ab: Anustubh. 


tH 
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Translation 

In this (rite) Harihara should be meditated upon as holding a conch, a lotus, a 
snake (and) a trident, *°? who is the colour of a sapphire (= Hari) and that of the 
autumn moon (= Hara) (and wears) a multitude of ornaments. 


Attributes 
(R) snake, trident (= Hara); (L) conch, lotus (= Hari) 


Remarks 

Harihara, ““Visnu-Siva,” is worshipped in a clay liriga for the reconciliation of 
two contending parties. This is a composite form of Siva, also known as Sam- 
karanarayana, Sivanarayana and Harigamkara. His left (dark) side represents 
Visnu, holding the Vaisnava attributes, the conch and the lotus, and his nght 
(white) side is Siva, holding the Saiva attributes, the snake and the trident. For 
other iconographic descriptions of Harihara and representations in art, see Pal 
1970: 128-135, Bhattacharyya 1980: 10-13 and Champakalakshmi 1981: 258— 
266. 
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98 Ardhanarisvara |; for amicability between couples 


Text 
dampatyor avirodhartham ardhanari§varah smrtah // 19.92cd 
piyiisapiirnakalasam dadhat pasankuSav api / 19.93ab*>* 


Translation 

For amicability between couples Ardhanarisvara (“the lord who is half female 
[and half male]’’) is recalled as holding a nectar vessel and a vessel of plenty 
(or: a nectar-filled vessel) as well as a noose and a goad. 


Attributes 
(R) nectar vessel, vessel of plenty (or: nectar-filled vessel) (= Siva); (L) noose, 
goad (= Parvati) 


353 I take Sala here in the sense of trifala, “a trident.” which is Siva’s characteristic attribute. 
Elsewhere I have translated the word as “‘a spear/trident” to keep both options open. 
354 Metre 19.92cd—93ab: Anustubh. 
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Remarks 

Ardhanari$vara, “the lord who is half female (and half male),” the androgy- 
nous form of Siva in which Siva and Parvati are united, is worshipped in a clay 
liiga to maintain amicability between couples. Although it is not specified in 
the verse, the left half of the icon is the female one.*> It is holding the pair 
of attributes, the noose — the goad (cf. also Parvati/Gauri in descriptions 51 and 
104), which is usually assigned to opposing hands. The right half is that of Siva, 
who holds either the nectar vessel (piyésakala§a) and the vessel of plenty (pi- 
rnakala§a), or one nectar-filled vessel with both hands. 

A second form of Ardhanarisvara is described in 99 and another form is in 
104 in the context of the nydsa rites. In these descriptions his left body half, 
representing Parvati, holds the same pair of attributes, the noose — the goad, as 
above, and his right half, representing Siva, makes the wish-granting gesture 
and holds the rosary. 


— =m 


99 Ardhanarisvara 2; for eradication, liquidation 
and causing dissension 


Text 

uccate marane dvese dhyatavyah punar idr§ah // 19.93cd 
kalihastambujalambah>”© siilaprotadvisaccayah>" / 
mundamalalasatkantharavavitrasitakhilah // 19.94°°° 


Translation 

For eradication, liquidation (and) hatred (i.e., causing dissension) one should, 
on the other hand, meditate on (Ardhanarisvara) endowed with such (at- 
tributes?), who is supported by Parvati’s lotus-like hand, has pierced the 
multitude of enemies with (his) trident**? (and) frightens all with (the) shout 
(emanating) from (his) throat, which shines with a garland of skulls. 


Attributes 
(as in 98?) (R) nectar vessel, vessel of plenty (or: nectar-filled vessel) (or: tri- 
dent?) (= Siva); (L) noose, goad (= Parvati) 


355 Cf. also the statement in the pratimalaksana section of VdhP 55.2a. 

356 With Mahidhara’s commentary in B and with LU, vair° B. 

357 °dvipamca® LU. 

358 Metre 19.93cd—94: Anustubh. 

359 Ihave translated sia/a here as “a trident,” since it is Siva’s characteristic attribute, not as “a 
spear/trident.” 


rates GOogle 


100 Yama 199 


Remarks 

This is the last description in the section on specific forms of Siva which are 
worshipped in clay lirigas for the attainment of specific objectives. Ardhanari- 
§vara 2, “the lord who is half female (and half male),” here in his fierce form, 
is said to be supported by Siva’s consort Parvati, who forms the left half of his 
body. He is worshipped in a clay liriga in connection with three (of the usu- 
ally six) rites of magic, namely, eradication (uccata), liquidation (mdarana) and 
causing dissension (dvesa). The deity’s attributes are not specified and may be 
identical to those of the previous form. The description, however, refers to the 
god’s (tri)Sila, the trident, which is an attribute of 97 Harihara. 


100 Yama 


Text 
pathahsamyutameghasamnibhatanuh*™ pradyotanasyatmajo 

ninam punyakrtam*®' §ubhavahavapuh papiyasam duhkhakrt / 
Srimaddaksinadikpatir mahisago bhiisabharalamkrto 

dhyeyah samyaminipatih pitrganasvami yamo dandabhrt /|/ 19.116°° 


Translation 

One should meditate on Yama, whose body is the (dark) colour of a cloud filled 
with water, Pradyotana’s son, whose form confers happiness on virtuous peo- 
ple, who causes suffering to the more wicked ones, the noble lord of the south- 
em direction, who is on a buffalo, is adorned with a multitude of ornaments, 
lord of Samyamini*® (and) the lord of the ancestor group, who holds a staff. 


Attribute 
staff 


Remarks 
Yama, the god of death, also called Dharmaraja (“dharma king’’), Vaivasvata 
(“son of Vivasvat [the sun]’’), is worshipped in order to escape hell, to prevent 


360 With Mahidhara’s commentary, LU, MMA and T2, padmthah® B, vathah® T1. 

361 punyasubhavahah svavapusad MMA (instead of punyakriam Subhavahavapuh). 

362 Metre: Sardiilavikridita. 

363 Samyamani (here spelt Samyamini) is the name of Yama’s royal residence in the Ma- 
nasottara mountain range (Kirfel 1920: 121, 135). 
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calamities and fear of enemies (19.117). A similar description of Yama appears 
earlier in Varahamihira’s (most likely sixth-century) Brhatsamhita 57.57a; cf. 
also SVT 2, p. 722, 27-29. The pratimalaksana section of the VdhP, which de- 
scribes a four-armed iconographic form accompanied by a consort, identifies 
the staff in Yama’s hand as a symbol of death (51.1 lab). 

The drawing in T1, p. 156 and T2, p. 571 (= /00) shows Yama seated on a 
buffalo. Contrary to the MM’s description, he holds the mace in his nght back 
hand and makes the wish-granting gesture with his right front hand, holds the 
noose in his left back hand and the buffalo’s reins in his left front hand. 


101 Citragupta 


Text 
kiritojjvalam vastrabhisabhiradmam 
vicitrasandsinam*™ induprabhdsyam | 
nrndm papapunyani patre likhantam 
bhaje citraguptam sakhayam yamasya // 19.122°© 
Translation 
I worship Citragupta, Yama’s friend, who shines with a tiara, is handsome with 
garments and ornaments, is seated on a colourful seat (vicitrasana), whose face 
has the lustre of the moon (and) who writes men’s good and bad deeds on a leaf. 


Attribute 
writing (instrument) 


Remarks 

Citragupta, Yama’s scribe, who keeps the record of men’s good and evil deeds, 
is worshipped so that he will record only the meritorious deeds of his devotees 
(19.123). Similar descriptions are found in SVT 2, p. 723, 5-6 and MT 24.76. 
The pratimalaksana section of VdhP 51.5cd—6 describes Citragupta holding a 
stylus (right) and a leaf (left). According to that text, Citragupta symbolizes the 
dtman residing in all beings; his leaf symbolizes the good and his stylus the 


aS eaeS 


evil (51.13). A bronze statue from Citragupta’s temple at Kancipuram (= /0/b) 


364 With LU, MMA, T, citra’ B. 
365 Metre: Bhujangaprayata. 
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shows the deity in a standing position holding a stylus and a manuscript. His 
consort Karniki is standing on his left side. 

The drawing in T1, p. 157 and T2, p. 573 (= 10/a) shows Citragupta seated 
at a low table holding a writing feather in his right hand. 


102 Asuri Durga 


Text 
§araccandrakantir varabhitisilam 
srnim hastapadmair dadhanambujastha*™ / 
vibhisaGmbaradhyahiyajnopavita at 
mudo*® ‘tharvaputri karotv asuri nah // 19.132%*° 


Translation 

May Asuri, Atharvan’s daughter, bring about our happiness, who is the colour 
of the autumn moon (= white), who (makes) the wish(-granting gesture), (the 
gesture of) protection, holds a spear/trident (and) a goad with (her) lotus-like 
hands, who is on a lotus, is adored with ornaments and garments, (and) who 
has a snake as a sacred thread. 


Attributes 
R wish-granting gesture, spear/trident; L gesture of protection, goad 


Remarks 

Asuri Durga, daughter of Atharvan/Atharvana (19.125a) and Katuka, is the de- 
ity of the @suri (black mustard) plant identified with Durga. The black mustard 
plant figures prominently in her ritual, which centers around magical subjuga- 
tion (vastkarana). The goddess makes the common pair of gestures, the wish- 
granting gesture and the gesture of protection. One would expect the pair, the 
noose — the goad (cf. the drawing in T), to be her attributes. The noose, how- 
ever, is replaced with a spear/trident (Sula), while the goad is inaccurately as- 
signed to her left hand. A similar description of Asuri Durga appears in SVT 
2, p. 723, 22-24. MT 24.98, on the other hand, describes the goddess as hold- 
ing the bow and the trident in her nght hands and arrows and the goad in her 


366 dada° T2, °stham T1. 

367 °raddhyahi° with MMA, ° radhyadi° B, LU, T; °vitam T1. 
368 mude MMA. 

369 Metre: Bhujangaprayata. 
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left hands. The MM’s section pertaining to the goddess’s worship professes 
to be based on “the Atharvaveda” (see 19.124). The goddess’s mantra, MM 
19.124cd—129ab, appears earlier in the Asurikalpa,*’° which forms part of the 
supplement (parifista) to the Atharvaveda, 35.1.1—35.1.2. 

The description of Asuri Durga concludes the section of the MM describ- 
ing the worship procedures for different deities. The following descriptions, 
103-107, are extracted from the remaining chapters of the text which address 
yantras and Tantric rites in general. 

The drawing in T1, p. 158 and T2, p. 575 (= 102) shows the goddess seated 
on a throne. She makes the gesture of protection with her right back hand and 
holds a vessel in her right front hand. The goad and the noose are in her left 
back and front hands. The vessel and the noose are not part of the above de- 
scription. A comparison with other drawings suggests the possibility that the 
drawing does not represent Asuri Durga, but instead the goddess Bhuvanesvari 
of the Tantric Mahavidya group, and was only erroneously included here. 


103 Svarnakarsanabhairava 


Text 
parijatadrukantare sthite manikyamandape / 
simhdsanagatam dhydyed bhairavam svarnadayinam // 20.127cd-ef?"! 
gangeyapatram damarum trisilam 
varam karath samdadhatam trinetram / 
devyd yutam taptasuvarnavarnam?” 
svarnakrsam bhairavam a$rayamah // 20.1287 


Translation 
One should meditate on Bhairava, who grants gold (and) who is on a 
(golden)*”* throne in a pavilion of rubies, which is located in a forest of 
parwata trees. 

We turn to Bhairava who attracts gold, who holds with (his) hands a golden 
vessel, a rattle drum, a trident (and makes the) wish(-granting gesture), who has 
three eyes, is accompanied by the goddess (and) is the colour of purified gold. 


370 This text was studied in detail by Magoun 1889. 

371 Metre: Anustubh. 

372 With LU, °na B. 

373 Metre: Upayjati. 

374 Mahidhara’s commentary explains simhdsana (“a lion’s seat, a throne”) as hemdsana (“‘a 
golden throne”). The golden throne appears also in descriptions 14, 36 and 57. 
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Attributes 
R golden vessel, wish-granting gesture; L trident, rattle drum 


Remarks 
Chapter 20 describes various yantras. In this context it also addresses Svarna- 
karsanabhairava, “the gold-attracting Bhairava,” a form of Siva with a consort, 
who 1s worshipped before a practitioner draws a yantra in order to ensure suc- 
cess in the yantra’s ritual employment. His worship is said to grant incompa- 
rable wealth and to keep enemies away (20.131). The deity holds the charac- 
teristic Saiva attributes, the trident and the rattle drum. Through his connection 
with Siva, Svamakarsanabhairava is associated with the pdarijata or coral tree, 
which is one of five trees of paradise and is considered a wish-granting tree. 
We know of a different iconographic type of Svarnakarsanabhairava, without 
a consort, holding the flywhisk (camara), the vessel (with gold and gems), the 
lance (tomara) and the large trident. The deity is described in STN 3.120 (quot- 
ing the Svarnakarsanabhairavakalpa) and depicted in a line-drawing in Gana- 
pathi Sthapati 1981: 201+, no. 77 (= /03b). Yet another type, also without a 
consort, is described in PSSS, p. 711, 2—7. The deity holds the pair of attributes, 
the noose — the goad, and makes the common pair of gestures, the wish-granting 
gesture — the gesture of protection. He is described as being in the market-place 
and lives in the company of Kubera. 

The drawing in T1, p. 159 and T2, p. 620 (= /03a) corresponds to the MM’s 
description and shows the deity with his consort seated on a throne. The vessel 
is shown as a vessel of plenty (purnakala§a), topped with leaves and a coconut. 


104 Ardhanarisvara 


Text 
pasankuSavaraksasrakpanim?" sitamSuSekharam | 
tryaksam raktasuvarnabham ardhandari§varam bhajet // 21.84°7° 


Translation 

One should worship Ardhanarisvara (“the lord who is half female [and half 
male}”), whose hands (hold) a noose, a goad, (make) the wish(-granting ges- 
ture) and (hold) a rosary, who (bears) the moon (digit) as (his) head omament, 
has three eyes (and) who ts a red (= Siva) and golden (= Parvati) colour. 


375 With LU, °ni B. 
376 Metre: Anustubh. 
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Attributes 
R wish-granting gesture, rosary; L noose, goad 


Remarks 

Chapter 21 describes the rites from the morning bath to the internal sacrifice 
(antarydga). As part of the nydasa rites, Ardhanarisvara, Laksmihari, Ganapati 
and Sarada (104-107) are addressed. Two different forms of Ardhanariévara, 
“the lord who is half female (and half male),” the androgynous form of Siva, 
appeared in 98 and 99 in connection with the worship of Siva in clay lirigas. 
Here the god is described in the context of a nydsa rite of the Sivapuja. The 
left (golden) half of the deity’s body represents Parvati and holds the pair of 
attributes, the goad — the noose, the same attributes as forms 51 and 98. This 
pair of attributes is usually found in the right and left hands of deities, but in 
this case had to be assigned to the left (female) side of the body. The right (red) 
body half represents Siva and makes the wish-granting gesture and holds his 
characteristic rosary. Similar descriptions appear in ST 6.41 and SR 2.25.76. 
PS 7.23 (quoted in SR 2.25.77) lists the gesture of protection (abhaya) instead 
of the goad (ankusa). Among the many extant representations of Ardhanari- 
$vara in art (see Bhattacharyya 1980: 26-29), I have not found any with the 
distribution of attributes as described in the MM. 


105  Laksmihari 


Text 
Sankhacakragadapadmakumbhdadarsabjapustakam?"' // 21.103cd 
bibhratam meghacapalavarnam laksmiharim bhaje / 21.104ab*”* 


Translation 

I worship Laksmihari, who holds a conch, a wheel, a mace, a lotus, a vessel, 
a mirror, a lotus and a manuscript, who is the colour of a (rain) cloud (= Hari) 
and a lightning (bolt) (= Laksmi). 


Attributes 


R conch, wheel, mace, lotus (= Hari); L vessel, mirror, lotus, manuscript (= 
Laksmi) 


377 With LU, °dbva B. 
378 Metre 21.103cd—104ab: Anustubh. 


105 Laksmithan 205 


Remarks 
The Saiva Ardhanariévara finds its counterpart in the composite form of 
Laksmi and Visnu in one half male/half female body. The deity is elsewhere 
also called Laksminarayana, Laksmihari or Vasudevakamalaja and is dis- 
cussed by Pal 1970: 137-143 and Bhattacharyya 1980: 30-31. The ritual 
context is that of the sadanganydsa, the nydsa on six body parts, of the puja 
ritual. The left (golden) half of the icon, which holds the vessel, the mirror, the 
lotus and the manuscript, represents Laksmi, while the nght (dark) half, which 
holds the characteristic Vaisnava attributes, the conch, the wheel, the mace 
and the lotus, represents Visnu. Similar descriptions appear in ST 6.45?” 
and 15.5089 (quoted in TS, p. 151, 3-5), SVT 2, p. 422, 2-5 (quoting the 
Sdrasamgraha) and SR 2.25.75. 

Vasudevakamalaja was popular in Nepal and has often been represented in 
art. Some icons holding the same attributes as described above are listed below: 


I Bronze/copper icons 

A bronze in the Museum fiir Volkerkunde, Basel reproduced in Pal 1970, 
no. 107 and Bhattacharyya 1980, no. 24; a sixteenth-century bronze from the 
Pan-Asian Collection reproduced in Pal 1981, no. 8, which is very similar 
to a bronze (= /05a) which was reproduced in Sotheby’s sale catalogue of 
June 1992, no. 11; a bronze in the Asutosh Museum, Calcutta reproduced in 
Nagar 1989: no. 21, in which the deity is seated on Garuda; an approximately 
fifteenth-century bronze in the National Museum, New Delhi, no. L.82.61; a 
ca. thirteenth-century copper icon from a private collection reproduced in Von 
Schroeder 1981: 349 (90D). 


2 Stone sculptures 

A thirteenth-century sculpture from Kathmandu reproduced in Regmi 1965- 
1966, volume 2, plate unnumbered; a sculpture in a niche in the Durbar square, 
Kathmandu, reproduced in Pal 1970, no. 108. 


3 Painting 

A painting on cloth, dated 1263 (?), showing the composite form of Laksmi- 
and Hari in the centre of a mandala (= 105b) is preserved in the collection of 
the Ramakrishna Mission Institute of Culture, Calcutta. 


379 The verse is quoted in PSSS, p. 122, 14-17 and pp. 608, 19 — 609, 2 and in SR 2.23.23. 
380 According to this description, Visnu’s complexion is white and not dark as above. 
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Illustrations /05a and /05b show the deity in a standing position holding 
(from his right back hand to his nght front hand) the wheel, the conch, the mace 
and the lotus and (from his left back hand to his left front hand) the manuscript, 
the lotus, the mirror and the vessel. This distribution of attributes corresponds 
to Raghavabhatta’s commentary, p. 372, 20-21 on ST 6.45. Mahidhara’s com- 
mentary on the MM verse does not give details about the distribution of at- 
tributes. The author merely states that the attributes beginning with the conch 
are in the deity’s nght hands, and that the attributes beginning with the vessel 
are in his left hands. The attributes are listed above in the order in which they 
appear in the Sanskrit text. 


106 Ganega (Saktivinayaka) 


Text 
gundnkusavarabhitipanim”*' raktabjahastaya | 
priyaydlingitam raktam trinetram ganapam bhaje // 21.1197° 


Translation 

I worship the lord of the troops (gana), whose hands hold a trident (and) a goad, 
(make) the wish(-granting gesture) and the (gesture of) protection, who is em- 
braced by his beloved whose hand (holds) a red lotus, who (= Gane§a) is red 
(and) has three eyes. 


Attributes 
GaneSa: R goad, wish-granting gesture; L trident, gesture of protection 
Consort: red lotus 


Remarks 

GaneSa, whose forms were described earlier (8—14), appears here in the context 
of the ganeSamatrkanyasa, anydasa rite, in which the letters of the alphabet (ma- 
trka) along with the names of the different forms of Gane§a and their consorts 
are deposited on the devotee’s body parts. The attributes of this form of GaneSa 
would be identical to those of 8 Vakratunda if one interpreted the attribute guna 
in the above verse as “a noose.” This would provide the usual pair of attributes, 


381 With LU, °bhipitanim B. 
382 Metre: Anustubh. 
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the goad — the noose. Mahidhara in his autocommentary, however, clearly ex- 
plains guna as “a trident” (trifiéla). This meaning is quite common and is also 
given in Raghavabhatta’s commentary, p. 368, 21 on ST 6.37, explaining the 
iconography of Sarada, and p. 789, 7 on ST 21.39, explaining the iconogra- 
phy of Durga; cf. also PSSS, p. 811, 11, commenting on PS 30.60, giving the 
iconography of Tarini (Gayatri). While form 8 is alone, 106 is accompanied by 
a consort. Form 106 differs from 11 (Sakti-) GaneSa. 


107 Sarada 


Text 

Sankhacakrabjaparasukapdalany>** aksamalikam // 21.135cd 
pustakamrtakumbhau ca tri§tlam dadhatim karaih / 
sitapitasita§vetaraktavarnais trilocanaih // 21.136 

paficasyaih samyutam candrasakantim SGradam bhaje | 21.137ab*** 


Translation 

I worship $arada, who holds with (her) hands a conch, a wheel, a lotus, an axe, a 
skull, a rosary, a manuscript, (a deer,) a nectar vessel and a trident, is endowed 
with five three-eyed faces of white, yellow, dark, white, and red colour (and) 
who is the same colour as the moon (= white). 


Attributes 

R conch, axe, skull, rosary, nectar vessel; L wheel, (deer,) trident, manuscript, 
lotus 

Colours of the faces: white (centre), yellow (east; in front), dark (south; right), 
white (west; behind), red (north; left) 


Remarks 

Sarada, also called “the mother of syllables” (varnajanani, ST 6.36) and iden- 
tified with Sarasvati, is Siva’s consort here. She is described in the context of 
the sadanganyasa of the pija. A four-armed form of Sarada was described in 
5; this five-faced, ten-armed form holds the same attributes as 5 in addition to 
others. Mahidhara lists the attributes in the goddess’s right hands as the conch, 
the axe, the skull, the rosary and the nectar vessel and those in her left hands 


383 §arikham cakrdbjaparasum kapdlendksamalikah LU. 
384 Metre 21.135cd—137ab: Anustubh. 
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as the wheel, the lotus, the manuscript and the trident. Their exact distribu- 
tion is not indicated. I have listed the attributes so that the common pairs are 
assigned to opposing hands. Among her attributes is the pair of Vaisnava at- 
tributes, the conch — the wheel, Brahma’s rosary and manuscript, and Siva’s 
skull and trident. One of the ten attributes is missing in the text. ST 6.37 (quoted 
in PSSS, p. 121, 7-10) and the Vivarana commentary, p. 105, 20-21 on PS 7.17, 
which provide a similar description, include the attribute “deer” (harina, mr- 
ga). A suggested reading for pdda 3 of the above stanza would be pustakam 
mrgakumbhau ca, “a manuscript and a deer, a vessel.” The five faces of the 
goddess appear to be modelled on the five faces of SadaSiva. In Mahidhara’s 
commentary, Sarada’s faces are assigned to the centre and the four cardinal di- 
rections. The goddess’s central face is visualized on top of the others. *8> There 
are four colours, and white reoccurs once; they represent the colours of the five 
elements specified in ST 1.21cd—22a as follows: ether — white; wind — dark; fire 
— red; water — white and earth — yellow. 


108 Nrsimha 


Text 

nrsimha utsangasamudrajo*™’ mam 
samudrajadvipagrhe nisannah / 

samudrajohinamatih sadavyat 
samudrabhaktakhilasiddhidayi*®’ // 25.129 *°* 


Translation 

May Nrsimha always protect me, who has the daughter of the ocean (Laksmi) 
on his lap, who is seated in (his) house on (Sveta)dvipa (the [White] Island) 
produced from the (Milk) Ocean, whose mind is joyful and free from passion 
(and) who grants all success to (his) devotees (who know) the hand gestures 
(mudra). 


Attributes 
not mentioned 


385 Cf. VdhP, pratimalaksana section, 44.17ab for the five-faced Siva; cf. also Raghavabhatta, 
p. 368, 24 who speaks of “the upper (urdhva) face.” 

386 With LU, °ja B. 

387 “ya LU. 

388 Metre: Upendravajra. 
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Remarks 

The above verse is among the final ones in chapter 25, which is the final chap- 
ter of the MM. A new edition of the text of this chapter is included in appendix 
2. The stanza once again eulogizes Nrsimha, the Man-lion, who is Mahidhara’s 
favourite deity. Forms of the Man-lion were presented in more detail in descrip- 
tions 65—68. Like 67, the deity is accompanied by his consort Laksmi, an icono- 
graphic form often classified as Laksmi-Nrsimha. He is described as residing in 
Visnu’s Svetadvipa Island, which is located in the Milk Ocean. Visnu’s avatdra 
Nrsimha was described as having his abode 1n Svetadvipa in the earlier descrip- 
tion of 67 Nrhari 3. 

The above stanza contains puns on the Sanskrit word samudra(ja), which 
appears in each of the four quarters of the verse in a different sense. The first 
word -samudra-jo refers to samudra-ja, “the ocean-born” Laksmi; the second 
samudra-ja- refers to (Sveta)dvipa produced (ja) from the ocean (samudra); 
in the third occurrence the word is split up into sa-mud- “with joy, joyful” and 
-rajo- “(free from) passion;” the fourth occurrence translates as sa-mudra- 
“with hand gestures (mudrd),” and refers to devotees who know the hand 
gestures. According to Mahidhara, among these gestures is the avijali gesture, 
a gesture of supplication made by devotees by joining the palms of both hands. 
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Descriptions of the physical appearances of deities (dhyana) are found primar- 
ily in Tantras devoted to the cults of specific deities, in compendiums based on 
the Tantras, in Puranas, in texts on worship (p#ja) and religious observances 
(vrata),' in collections of dhydna verses and in works on the consecration 
(pratistha) of buildings.* The descriptive verses, originally intended for the 
worshipper’s visualization (dhyana), were also cited by texts on sculpture, 
architecture and painting (Silpasastra), often without acknowledgement. * 

The dhydnas are valuable sources of information about iconography. 
This area of research has not attracted the attention it deserves, being located 
between the disciplines of classical Sanskrit study/philology and art history. 
Sanskrit textual study tends to neglect the deity descriptions scattered in 
often anonymous texts. Art history, on the other hand, focuses on the style 
of art objects rather than on textual analysis of descriptions. Little work has 
been done thus far in this area, and a number of important texts await an 
iconographic analysis. 

Problems to be investigated by students of iconography include the devel- 
opments and changes in deity pantheons from earlier to later texts; the position 
of a deity within a pantheon; the identification of certain textual traditions and 
their relationships to particular regions; special rites connected to the worship 
of a deity; and the question of Buddhist and Hindu mutual influences. Before 
one can address these problems, research needs to be conducted on individual 
texts. 

The study of dhydna descriptions requires a careful philological analysis of 
the texts (which are often available only in manuscript form or in uncritical edi- 
tions), and familiarity with iconographic terminology, including synonyms for 
different attributes (@yudha). Often only a comparison of one description with 
similar descriptions in other sources enables us to establish a correct text. An 


| An example of a text in this category is Hemadri’s Vratakhanda forming part of his Catur- 
vargacintamani. 

2 A work of this kind is Vairocana’s Pratisthalaksanasarasamuccaya. 

3 The Silparatna, for example, incorporates dhydnas from the Prapajficasara. 
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example of the amount of work that can be involved in interpreting an icono- 
graphic description can be seen in my discussion of the iconography of 2 Pra- 
naSakti in this book. 

A transcription of the original text with a translation of the dhyana descrip- 
tions in full is preferable over a mere list of iconographic characteristics, since 
the verses are often beautiful examples of poetry in themselves and are often 
cited by other texts. The iconographic details should be presented systemat- 
ically in tables for easy reference and the distribution of the attributes in the 
icons’ hands discussed. Identification of the sources of the dhydna verses and 
of representations of the deities in art — if possible — would be of special interest. 

Hindu Tantric deities are frequently depicted in drawings or paintings in 
the form of lithographs, drawings in Nepalese sketchbooks, miniature paintings 
of illustrated manuscripts, Rajasthani paintings, Pahari paintings from the for- 
mer Punjab hill states (now Himachal Pradesh), paintings of the Mysore school, 
folk paintings from Bengal, scroll paintings (patacitra) from Orissa, and Mad- 
hubani paintings from Mithila, Bihar. Specimens are also found among sculp- 
tures, brass and bronze statues. Locating and identifying art objects that cor- 
respond to the textual descriptions requires considerable research in museums 
and collections. The results of this effort, however, can be worthwhile and may 
suggest an interrelationship between art and literature. Even though there are 
many cases in which the prescriptions in the Sastras do not correspond to ac- 
tual art objects,* some identifications are certainly possible, especially in the 
case of paintings which were prepared according to the descriptions found in 
texts. 

I hope that studies such as this one will eventually prepare the groundwork 
for a new encyclopaedia of Indian iconography, based on primary rather 
than secondary sources. Such a reference work is a desideratum, since our 
present knowledge of Indian iconography is based on the evaluation of very 
limited materials, usually on a few isolated art objects, studied with a stylistic 
approach without consideration of textual sources. This approach can be 
seen in a number of monographs on individual deities. The iconographic 
dictionary by G. Liebert, [conographic Dictionary of the Indian Religions: 
Hinduism—Buddhism—Jainism (Leiden 1976), is a compilation of information 
taken from secondary sources and lacks illustrations. The two recent works 
by F. Bunce, An Encyclopaedia of Buddhist Deities, Demigods, Godlings, 
Saints and Demons with special focus on iconographic attributes (New Delhi 
1994); and A Dictionary of Buddhist and Hindu Iconography, Illustrated (New 


4 This problem was discussed by Gail 1989. 
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Delhi 1997), are both based on secondary sources and their illustrations are 
mostly contemporary drawings. The older study by T.A.G. Rao, Elements 
of Hindu Iconography (2 volumes, Madras 1914-1916), analyses primary 
sources and examines original sculpture, but focuses primarily on South 
Indian traditions and does not provide a balanced picture of the iconography 
of deities. The recent book by S.K.R. Rao, Pratima-Kosha: Encyclopaedia of 
Indian Iconography (6 volumes, Bangalore 1988-1992), on the other hand, is 
not an academic work, but a compilation of information gathered from various 
(often unspecified) sources and, again, is based primarily on South Indian 
traditions. Only a few line-drawings, most prepared by the editor himself, are 
provided. 


Original from 


Digitized by Google UNIVERSITY OF MICHIGAN 
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4 Illustrations 


4.1 List of Llustrations 


Papapurusa, the personification of evil; line-drawing reproduced from Saraswati 
1984: 85 

PranaSakti, the personification of life energy 

2a Line-drawing from the Telugu MM (T1, p. 73 and T2, p. 13) 

2b Line-drawing reproduced from Saraswati 1984: 29 

2c Painting from the illustrated manuscript of the Sritattvanidhi, preserved in the 
Oriental Research Institute of the University of Mysore, no. SA. 852, folio 40a 
Gir 1 (Sarasvati), the goddess of speech; Mysore-style drawing reproduced from 
Rao 1988-1992, volume 6: 253 

Agni, the god of the sacrificial fire; line-drawing from the Telugu MM (T1, p. 74 
and T2, p. 30) 

GaneSa (Vakratunda); line-drawing from the Telugu MM (T1, p. 75 and T2, p. 
43) 

(Unmatta-) Ucchistagane§a, “the (intoxicated) GaneSa (fond) of something pol- 
luted;” line-drawing from the Telugu MM (T1, p. 76 and T2, p. 49) 
UcchistaganeSa, “the GaneSa (fond) of something polluted;” line-drawing from 
the Telugu MM (T1, p. 77 and T2, p. 55) 

(Sakti-) GaneSa, the GaneSa accompanied by a consort; line-drawing from the 
Telugu MM (T1, p. 78 and T2, p. 60) 

LaksmiganeS§a, the GaneSa accompanied by Laksmli; line-drawing from the Tel- 
ugu MM (T1, p. 78 and T2, p. 63) 

Trailokyamohana(kara)gane§a, “the GaneSa who deludes the threefold world” 
13a Line-drawing from the Telugu MM (T1, p. 80 and T2, p. 66) 

13b Sculpture from the private collection of Dr. D.G. Kelkar, Pune 

13c Ca. eighteenth-century brass statue of Mahaganapati, preserved in the Raja 
Kelkar Museum, Pune 

HaridraganeSa (Ratriganesa), “the GaneSa of turmeric” 

14a Line-drawing from the Telugu MM (T1, p. 81 and T2, p. 69) 

14b Line-drawing by Ganapathi Sthapati reproduced from Ganapathi Sthapati 
1981: 18+, no. 21 

14c Contemporary painting reproduced from DeSsikar 1984: 84+ 

14d Painting from the illustrated manuscript of the Sritattvanidhi, preserved in 
the Oriental Research Institute of the University of Mysore, no. SA. 852, folio 
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113a 

Kali (Daksinakali, Syma), “the dark one” 

I5a Line-drawing from the Telugu MM (T1, p. 82 and T2, p. 73) 

15b Pahari painting from Mandi State (ca. 1700), preserved in the National Mu- 
seum, New Delhi, no. 60.1279 

I5c Relief print of the goddess Kali of Kali Ghat from Citpur, Calcutta repro- 
duced from Chakrabarti 1985, no. 6 

Sumukhi (Ucchistacandalini), “the one with the beautiful face;” line-drawing 
from the Telugu MM (T1, p. 83 and T2, p. 82) 

(Ugra-) Tara 1 (Ekajata), “the fierce Tara” 

17a Line-drawing from the Telugu MM (T1, p. 84 and T2, p. 95) 

17b Pahari painting, preserved in the Jammu Art Gallery, Jammu Tawi (photo 
courtesy of Saroj Panthey, Patiala) 

I17c Line-drawing from Nepal reproduced from Bhattacharyya 1958, no. xxvii 
(b) 

Tara 2 (Ekajata) 

18a Line-drawing from the Telugu MM (T1, p. 85 and T2, p. 96) 

18b Miniature painting from the illustrated Nepalese manuscript, no. EO 2508, 
preserved in the Musées Royaux d’Art de d’Histoire, Brussels 

Nilasarasvati 1; line-drawing from the Telugu MM (T1, p. 86, and T2, p. 120) 
Nilasarasvati 2; line-drawing from the Telugu MM (T1, p. 87 and T2, p. 123) 
Tara 3; line-drawing from the Telugu MM (T1, p. 88 and T2, p. 134) 

Tara 4; line-drawing from the Telugu MM (T1, p. 89 and T2, p. 135) 

Tara 5; line-drawing from the Telugu MM (T1, p. 90 and T2, p. 139) 
Chinnamasta, the goddess with the severed head 

24a Line-drawing from the Telugu MM (T1, p. 91 and T2, p. 140) 

24b Pahari painting from Kangra, ca. 1810, preserved in the National Museum, 
New Delhi, no. 59.261 

24c Ca. nineteenth-century painting from Nepal, preserved in the Musée Gui- 
met, no. MG 24288 

24d Contemporary Madhubani painting of Mithila, author’s collection 

24e Fourteenth-century painting of the Buddhist Chinnamasta found in the bor- 
der of a large painting of Vajravarahi (photo courtesy of M. Slusser, the Arthur 
M. Sackler Gallery of the Smithsonian Institution, Washington) 

Savari, “the woman of the Savara (tribe)” 

25a Line-drawing from the Telugu MM (T1, p. 92 and T2, p. 147) 

25b The yellow Parnagavari, “the Savara woman with the leaf (garment),” a 
Buddhist goddess; from the eighteenth-century pantheon of 300 gods reproduced 
from Oldenburg 1903, no. 165 

Svayamvara (Parvati), the bride who independently chooses Siva for her hus- 
band; line-drawing from the Telugu MM (T1, p. 93 and T2, p. 147) 
Madhumati; line-drawing from the Telugu MM (T1, p. 94 and T2, p. 154) 
Pramada, “the young woman,” and Pramoda, “delight;” line-drawing from the 
Telugu MM (T1, p. 95 and T2, p. 157) 
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Bandi; line-drawing from the Telugu MM (T1, p. 96 and T2, p. 159) 
Vatayaksini, the Yaksini living in the vara tree; line-drawing from the Telugu MM 
(T1, p. 97 and T2, p. 164) 

Yaksini, (Madana-) Mekhala Yaksini and Visala Yaksini; line-drawing from the 
Telugu MM (T1, p. 98 and T2, p. 168) 

Varahi (Vartali), female aspect of Visnu’s boar avatdra; line-drawing from the 
Telugu MM (T1, p. 98 and T2, p. 171) 

Dhimavati (Jyestha), “the smoky one” 

33a Line-drawing from the Telugu MM (T1, p. 100 and T2, p. 174) 

33b Line-drawing reproduced from the Saktapramoda, p. 277 

33c Painting from Jaipur, dated 1926, preserved in the National Museum, New 
Delhi, no. 82.462 (Ajit Mookerjee Collection) 

33d Eighteenth-century painting from Nepal, preserved in the collection of J. 
Zimmerman, Putnam Vally, New York (photo courtesy of J. Zimmerman) 
KarnapiSacini, “the Pisacini (who whispers) in the (devotee's) ear;” line-drawing 
from the Telugu MM (T1, p. 101 and T2, p. 176) 

Sitala, the goddess associated with smallpox 

35a Line-drawing from the Telugu MM (T1, p. 102 and T2, p. 178) 

35b Line-drawing reproduced from the PuraScaryamava’s appendix Dhyeyade- 
vatacitrani, p. 30 

35c Line-drawing by Ganapathi Sthapati reproduced from Ganapathi Sthapati 
1981, 136+, no. 105 

SvapneSvari, “the lady of dreams,” line-drawing from the Telugu MM (T1, p. 103 
and T2, p. 180) 

Matangi 

37a Line-drawing from the Telugu MM (T1, p. 104 and T2, p. 182) 

37b Pahari painting in the Mahavidya series by the poet-painter Mola Ram 
(1760-1833) of Srinagar, Garhwal, dated 1811, preserved in the Bharat Kala 
Bhavan, Varanasi, no. 113119 

37c Painting from the illustrated manuscript of the Sritattvanidhi, preserved in 
the Oriental Research Institute of the University of Mysore, no. SA. 852, folio 
34a 

37d Line-drawing reproduced from the PuraScaryarnava’s appendix Dhyeyade- 
vatacitrani, p. 27 

Banesi, consort of Kamadeva; line-drawing from the Telugu MM (T1, p. 105 and 
T2, p. 187) 

KamesSvari, consort of Kamadeva 

39a Line-drawing from the Telugu MM (T1, p. 106 and T2, p. 190) 

39b Painting of Kamesvari (Sodast) and Kamesvara from Nepal, preserved in 
the Bharat Kala Bhavan, V4ranasi, no. 10054, dated 1765 (photo courtesy of the 
American Institute of Indian Studies, Gurgaon, no. 3-15) 

(Tripura) Bala 1 

40a Line-drawing from the Telugu MM (T1, p. 107 and T2, p. 196) 

40b Line-drawing by Ganapathi Sthapati reproduced from Ganapathi Sthapati 
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1981: 136+, no. 79 

40c Painting from the illustrated manuscript of the Sritattvanidhi, preserved in 
the Oriental Research Institute of the University of Mysore, no. SA. 852, folio 
39a 

Bala 7; line-drawing from the Telugu MM (T1, p. 109 and T2, p. 204) 

Bala 8; line-drawing from the Telugu MM (T1, p. 108 and T2, p. 202) 

Bala 9; line-drawing from the Telugu MM (T1, p. 111 and T2, p. 216) 
Annapirna, “rich in food,” an aspect of Parvati 

50a Line-drawing from the Telugu MM (T1, p. 113 and T2, p. 228) 

50b Pahari painting from Kangra, preserved in the Government Museum & Art 
Gallery, Chandigarh, no. 941 

Trailokyamohini Gauri (Siva), “the Gauri who deludes the threefold world (with 
her maya),” Siva’s consort; line-drawing from the Telugu MM (T1, p. 144 and 
T2, p. 236) 

Jyesthalaksmi, “the eldest Laksmi’ or Adilaksmt, “the primeval Laksmi;” line- 
drawing from the Telugu MM (T1, p. 115 and T2, p. 241) 

Bhimi, the earth goddess and Sri/Laksmi; line-drawing from the Telugu MM 
(T1, p. 116 and T2, p. 244) 

Kubera or Vaisravana, the god of treasures; line-drawing from the Telugu MM 
(T1, p. 117 and T2, p. 247) 

Pratyangira 1, the goddess associated with counter-magic; line-drawing from the 
Telugu MM (T1, p. 118 and T2, p. 250) 

Pratyangira 2, the goddess associated with counter-magic 

56a Line-drawing from the Telugu MM (T1, p. 119 and T2, p. 253) 

56b Line-drawing by Ganapathi Sthapati reproduced from Ganapathi Sthapati 
1981: 136+, no. 64 

Bagalamukhi, the (originally) crane-faced goddess 

57a Line-drawing from the Telugu MM (T1, p. 120 and T2, p. 260) 

57b Drawing from a Nepalese sketchbook, preserved in the collection of J. Zim- 
merman, Putnam Vally, New York (photo courtesy of J. Zimmerman) 

57c Pahari painting in the Mahavidya series by the poet-painter Mola Ram 
(1760-1833) of Srinagar, Garhwal, dated 1811, preserved in the Bharat Kala 
Bhavan, Varanasi, no. 113119 

(Svapna-) Varahi, Varaha’s female counterpart who speaks in dreams 

58a Line-drawing from the Telugu MM (T1, p. 121 and T2, p. 267) 

585 Drawing by Ganapathi Sthapati reproduced from Ganapathi Sthapati 1981: 
292+ (unnumbered) 

58c Painting from the illustrated manuscript of the Sritattvanidhi, preserved in 
the Oriental Research Institute of the University of Mysore, no. SA. 852, folio 
38a 

Vartali (Varahi); line-drawing from the Telugu MM (T1, p. 122 and T2, p. 276) 
Vartali’s retinue: Candoccanda; line-drawing from the Telugu MM (T1, p. 123 
and T2, p. 279) 

Tripurasundari ( Srividya), “the beautiful woman of Tripura” 
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6la Line-drawing from the Telugu MM (T1, p. 124 and T2, p. 307) 

61b Late eighteenth-century Pahari painting from Kangra, preserved in the Na- 
tional Museum, New Delhi, no. 82.424 (Ajit Mookerjee Collection) 

6]c Painting from Bikaner, ca. 1695, preserved in the National Museum, New 
Delhi, no. 86.113 

Gopala (Hari), here Visnu, with his consorts Bhiidevi and Laksmi; line-drawing 
from the Telugu MM (T1, p. 124 and T2, p. 362) 

Hanumat 1; line-drawing from the Telugu MM (T1, p. 126 and T2, p. 367) 
Hanumat 2 

64a Line-drawing from the Telugu MM (T1, p. 127 and T2, p. 381) 

64b Sculpture from the State Museum, Hyderabad (photo courtesy of the French 
Institute of Pondicherry/Ecole Francaise d’Extréme-Orient, no. 3140-6) 

64c Painting from a series of 96 pictures from Tanjore, preserved in the Bhan- 
darkar Oriental Research Institute, Pune (Gift of B.P. Bahirat, Pandharpur) 
Nrhari 1 (Nrkesarin), the Man-lion 

65a Line-drawing from the Telugu MM (T1, p. 129 and T2, p. 394) 

65b Sikh painting from the Punjab, ca. 1850, preserved in the National Museum, 
New Delhi, no. 87.634 

Nrhari 3 (Narahari, Narakesarin), the Man-lion; line-drawing from the Telugu 
MM (T1, p. 130 and T2, p. 401) 

Govinda/Gopala, Krsna as the flute-playing cowherd 

69a Line-drawing from the Telugu MM (T1, p. 131 and T2, p. 409) 

69b Line-drawing from the Purascaryamava’s appendix Dhyeyadevatacitrani, 
p. 12 

69c Pahari painting from Kulu, ca. 1800, preserved in the National Museum, 
New Delhi, no. 63.1181 

(Trailokyamohana-) Hari, “Hari who deludes the threefold world (with his ma- 
yda);” line-drawing from the Telugu MM (T1, p. 132 and T2, p. 410) 

Krsna (Rukminivallabhahari, “Hari as Rukmint’s lover”); line-drawing from the 
Telugu MM (T1, p. 133 and T2, p. 413) 

Hari 1 (Krsna); line-drawing from the Telugu MM (T1, p. 134 and T2, p. 415) 
Hari 2 (Krsna); line-drawing from the Telugu MM (T1, p. 135 and T2, p. 417) 
(Sutaprada-) Krsna, “Krsna (who rescues [lost] sons);” line-drawing from the 
Telugu MM (T1, p. 137 and T2, p. 419) 

Paksiraja, “the king of the birds,” Garuda; line-drawing from the Telugu MM (T1, 
p. 137 and T2, p. 442) 

Siirya (Ravi), the sun 

76a Line-drawing from the Telugu MM (T1, p. 138 and T2, p. 429) 

76b Line-drawing from the PuraScaryarava's appendix Dhyeyadevatacitrani, 
p. 2 

76c Sculpture from the Naganadasvamin Temple, dedicated to Siva, Nayi- 
narkovil, district Ramanathapuram (photo courtesy of the French Institute of 
Pondicherry/Ecole Francaise d’Extréme-Orient, no. 8003-1) 

Mangala, Mars; line-drawing from the Telugu MM (T1, p. 139 and T2, p. 435) 
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Guru, “the preceptor (of the gods),” Jupiter; line-drawing from the Telugu MM 
(T1, p. 140 and T2, p. 442) 

Sukra, Venus; line-drawing from the Telugu MM (TI, p. 141 and T2, p. 445) 
(Veda-) Vyasa, traditionally considered the compiler of the Vedas and other works 
80a Line-drawing from the Telugu MM (T1, p. 142 and T2, p. 442) 

80b Drawing from the Devatanamakusumamanyari, composed by Krsnaraja 
Wodeyar III, king of Mysore, in 1859 and reproduced here from Rao 1988-1992, 
volume 6: 165 

80c Brass statue from the Sri-Parasuramasvamin Temple, dedicated to Visnu, 
at Tiruvallam, district Trivandrum (photo courtesy of the French Institute of 
Pondicherry/Ecole Francaise d’Extréme-Orient, no. 3140-6) 

Mahamrtyumjaya, Siva the great conqueror of death 

§Ja Line-drawing from the Telugu MM (T1, p. 143 and T2, p. 455) 

81b Eighteenth-century Basohli painting, preserved in the Bharat Kala Bhavan, 
Varanasi, no. 84248 

8]c Eighteenth-century painting from the old palace shrine in Porbandar repro- 
duced from Sivapriyananda 1990, no. 37 

Mahesa (Siva), “the great lord;” line-drawing from the Telugu MM (T1, p. 144 
and T2, p. 466) 

Dhanada, “the bestower of money/wealth,” or Kubera; line-drawing from the 
Telugu MM (T1, p. 145 and T2, p. 473) 

Bhagirathi (Ganga), the river Ganges 

84a Line-drawing from the Telugu MM (T1, p. 146 and T2, p. 475) 

84b Lithograph, printed in Kolhapur, Maharashtra in 1881 

Manikarnika, the goddess presiding over the most sacred pool in Varanasi 

85a Painting from the illustrated manuscript of the Sritattvanidhi, preserved in 
the Oriental Research Institute of the University of Mysore, no. SA. 852, folio 
55a 

85b Line-drawing from the Telugu MM (T1, p. 147 and T2, p. 480) 
Kartaviryarjuna 1, also called Arjuna or Sahasrarjuna, folk hero and king of the 
Haihayas 

86a Line-drawing from the Telugu MM (T1, p. 148 and T2, p. 485) 

86b Line-drawing from the PuraScaryarnava’s appendix Dhyeyadevatacitrani, 
p. 18 

86c Painting from the illustrated manuscript of the Sritattvanidhi, preserved in 
the Oriental Research Institute of the University of Mysore, no. SA. 852, folio 
87b 

Kartaviryarjuna 2, also calied Arjuna or Sahasrarjuna; painting by (most likely) 
Sahibdin of Udaipur from the illustrated manuscript of the Bhagavata-Purana, 
dated 1648, preserved in the Bhandarkar Oriental Research Institute, Pune, no. 
61/1907—15, folio 42b. It depicts the following four episodes in the life of Ka- 
rtaviryarjuna: 

1) The king, bathing with young women in the Narmada river, obstructed the 
course of the water (lower right corner). 
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2) Ravana, who was camping on the bank of the Narmada, found his encamp- 
ment flooded by the Narmada’s water and attacked Kartaviryarjuna (lower left 
comer). 

3) Ravana was captured and brought to Mahismati (upper right comer), but was 
soon released. 

4) On a hunting expedition Kartaviryarjuna entered the hermitage of the sage Ja- 
madagni, who possessed a wish-granting cow (upper left), which was later car- 
ried off by K4rtaviryarjuna to his capital. 

Kalaratri (Maya), a fierce form of Durga 

88a Line-drawing from the Telugu MM (T1, p. 149 and T2, p. 508) 

88b Line-drawing by Ganapathi Sthapati reproduced from Ganapathi Sthapati 
1981: 136+, no. 129 

Mahakali, “the great Kali’ 

89a Line-drawing from the Telugu MM (T1, p. 150 and T2, p. 534) 

89b Nineteenth-century painting, preserved in the B.J. Institute of Learning and 
Research, Ahmedabad 

Mahfalaksmi, “the great Laksm1” 

90a Line-drawing from the Telugu MM (T1, p. 151 and T2, p. 535) 

90b Nineteenth-century Rajasthani painting, preserved in the National Museum, 
New Delhi, no. 82.426 (Ajit Mookerjee Collection) 

Mahasarasvati, “the great Sarasvati”’ 

9J/a Line-drawing from the Telugu MM (T1, p. 152 and T2, p. 536) 

91b Painting from the illustrated manuscript of the Sritattvanidhi, preserved in 
the Oriental Research Institute of the University of Mysore, no. SA. 852, folio 2b 
Kukkuta, “the (wild) cock;” line-drawing from the Telugu MM (T1, p. 153 and 
T2, p. 551) 

(Maha-) Sastr 1, “the (great) ruler;” line-drawing from the Telugu MM (T1, p. 
154 and T2, p. 560) 

Nilakantha (Maheévara), Siva and his family 

95a Line-drawing from the Telugu MM (T1, p. 155 and T2, p. 566) 

95b Pahari painting from Basohli, ca. 1740—1750, preserved in the National Mu- 
seum, New Delhi, no. 76.628 

Yama, the god of death; line-drawing from the Telugu MM (T1, p. 156 and T2, 
p. 571) 

Citragupta, Yama’s scribe 

10la Line-drawing from the Telugu MM (T1, p. 157 and T2, p. 573) 

101b Bronze statue from Citragupta’s temple at Kaficipuram (photo courtesy of 
the French Institute of Pondicherry/Ecole Francaise d’Extréme-Orient, no. 2531- 
9) 

Asuri Durga, deity of the dsuri plant; line-drawing from the Telugu MM (T1, p. 
158 and T2, p. 575) 

Svarmakarsanabhairava, “the gold-attracting Bhairava”’ 

103a Line-drawing from the Telugu MM (T1, p. 159 and T2, p. 620) 

103b Line-drawing by Ganapathi Sthapati reproduced from Ganapathi Sthapati 
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4 Illustrations 


1981: 201+, no. 77 

Laksmihari, the composite form of Laksmi and Visnu 

105a Nepalese bronze reproduced in Sotheby’s sale catalogue of June 1992, no. 
11 (photo courtesy of C.C. Rochell, Jr., New York City) 

105b Pata painting from Nepal, preserved in the collection of the Ramakrishna 
Mission Institute of Culture, Calcutta (photo courtesy of the American Institute 
of Indian Studies, Gurgaon, no. 23.42) 


The ten Mahavidya goddesses 

Early nineteenth-century Chamba Rumal, multi-coloured silk embroidery on 
cotton, preserved in the Los Angeles County Museum of Art, no. M.80.4 (Gift 
of Anna Bing Amold) (photo courtesy of the Los Angeles County Museum of 
Art); 

the goddesses are, in a clockwise direction, beginning from the upper left: 

1) Kali, 2) Tara, 3) Sodasi, 4) BhuvaneS(var)i, 5) Chinnamasta, 6) Tripura- 
bhairavi, 7) Dhimavati, 8) Bagalamukhi, 9) Matangi and 10) Kamalatmika 
Madhubani painting from Mithila, watercolour on paper, reproduced from Mook- 
erjee 1988: 64; 

the goddesses are, from left to right and with their corresponding avatdras: 

1) Kali — Krsna, 2) Tara — Rama(candra), 3) Sodasi — Kalki, 4) BhuvaneSvari — 
Varaha, 5) Tripurabhairavi — Nrsimha, 6) Chinnamasta — Parasurama, 7) Dhiima- 
vati — Vamana, 8) Bagalamukhi — Kiirma, 9) Matangi— Buddha and 10) Kamala- 
tmika — Matsya. 


II Two charts with attributes of deities reproduced from the illustrated manuscript 


Ila 


of the Sritattvanidhi, preserved in the Oriental Research Institute of the Univer- 
sity of Mysore, no. SA. 852, folios 149a and 149b. The attributes are, from left 
to right and top to bottom: 

Row 1: the chopper (Ksurika [for ksurikd]), the javelin (bhindipdla), the axe 
(para$u), the tusk (danta), the flywhisk (camara), the skull (kap@la), the shield 
(carman), the shield (phalaka), the lotus (padma), the sun (siirya), the moon 
(nifSdkara), 

Row 2: the bhuSundi, the saw (krakaca), ? (kantha), the iron club (parigha), the 
hom (Srriga), the cock (kukkuta), candrahdsa (= Ravana’s sword), the nectar 
vessel (amrtaghata), (the missile) Sataghni, the canon (yantra), (the pair of) 
chains ($rnikhala); 

Row 3: the knife (churikda), the small wooden ladle (sruc), the large ladle (sruva), 
the needle (sdci), the lute rudravind, the (water) vessel (kamandalu), the mirror 
(darpana), (the pair of) scissors (kartari), the wheel (cakra), the rifle (nalaka), 
the conch (sankha); 

Row 4: the drum (?) (dallikd), the vajra (to be held) in the fist (vajramusti), the 


1 The names of the dyudhas are in Sanskrit mixed with Kannada. I would like to thank Dr. 
R.P. Goswami, Pune, for deciphering the terms. 
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harrow (lostabheda), the iron staff (lohadanda), the flag (pataka), the quiver 
(tiinira), the javelin (Salya), the fan (vyajana), the tongue (jihva), the goblin 
(vetdla), the kettle-drum (bherika); 

Row 5: the chisel (vast), the mountain (parvata), the white lotus (kalhdra), the 
tree (vrksa), the arrow (ndrdca), the manuscript (pustaka), the spade (kudmala), 
the chain for the feet (ddrunigada), the spade/hoe (khanitra), the rice shoot 
(§dlimarijari), the rosary (aksamdla); 

Row 6: the drinking vessel (pdnap@tra), (the pair of) tongs (samdamSa), a bunch 
of flowers (puspagucchaka), the blue lotus (nilotpala), the red lotus (kokanada), 
the whip (kaSa), (the pair of) nail-scissors (nakhanikrntana), the sickle (?) 
(baritra), the broom (mdrjani), the winnowing fan (Suérpa), the axe/hatchet 
(kuthdara); 

Row 7: the white lotus (dhavalambuja), the dish (Sardava), the nets (Ksipanipdasa), 
the hammer (cammata?), the armour (varman), the horn (Srrigika), the short 
curved knife (hrasvavakrachuri), the long curved knife (dirghavakrachuri), the 
parrot (suka), the siicihasta (a gesture in which the projected index finger points 
to an object), the afijali gesture; 

Row 8: the fist gesture (mustihasta), the gesture of consciousness (cinmudrda), 
the wish-granting gesture (varadahasta), the gesture of protection (abhaya- 
hasta), the hand (holding) the fruit of the citron tree (mdtulungahasta), the 
hand (holding) the leech (jalakahasta), the hand (holding) the pomegranate 
(dddimahasta), the gesture of generosity (ddnahasta), the hand (holding) the 
modaka (modakahasta), the gesture of surprise (@caryahasta), the threatening 
gesture (farjanihasta); 

Row 1: sudarSana (= Visnu’s wheel), pdficajanya (= Krsna’s conch), the noose 
(pasa), the goad (arikufa), the bow (dhanus), the arrow (Sara), the sword 
(khadga), the shield (?) (khuta), the mace (gada [for gadda]), the trident (Sula); 
Row 2: the skull-topped staff ($akti),” the lance (kunta), the battle-axe 
(parasvadha), the plough (hala), the staff (danda), the creeper (/ata), the lute 
(vind), the fang (damstra), the hammer/axe (mudgara), a kind of spear (pattifa); 
Row 3: the thunderbolt (vajra), the (edge of a) hatchet (tarika), the banner 
(dhvaja), the head (munda), the pestle (musala), the bone (asthi), fire (hutd- 
§ana), the bow of the love god (smaracdpa), five arrows (pafica Sara), the 
skull-topped staff (kKhatvdriga); 

Row 4: the drum (damrga [for damaru]}), the deer (mrga), the bell (ghantda), the 
staff (vetra), the dagger (ksura), the missile (prdsa), the (peacock) tail feather 
(piricha [for piccha}), the spear (bhaild), the snake (ahi), the javelin (tomara). 


2 Sakti is often used as a general term for different dyudhas. 
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5 Appendix 1: Iconographic Characteristics of 
the Deities: 


5.1 Body Colours 


dark? 
(asita) 107 
(nila) 17, 67, 82 
(fyama) 15, 58 
colour of 
blue lotus (nilendivara) 80 (commentary) 
emerald (garudaratna) 83 
(rain) cloud (ghana) 35, 37, 55; (jimiita) 69; (megha) 58, 105; 
(sajalatoyada) 30; (satoyapathoda) 29 
cloud filled with water (pathahsamyutamegha) 100 
sapphire (indranila) 69, 97; (nilamani) 56; (nila§man) 59, 89 
extremely dark (atikrsna) 56 
darkish 
(§yaGmala) 37 
feathers of a parrot (kiracchada) 49 
golden 
(hema) 57, 92 
(kanaka) 12 
(suvarna) 31, 78, 104 
colour of 
gold (kanaka) 41 
gold purified by fire (dahanataptasuvarna) 64 
purified gold (taptasuvarna) 103; (taptasvarna) 50, 75 


1 The numbers refer to the deity descriptions in section 2.2. For a detailed list containing ex- 
planations of attributes, colours and vehicles of deities described in the Agni-Purana, see 
De Mallmann 1963: 216-272. 

2 Under the heading “dark” I list dark shades, including black, blue and deep green. 
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lightning (bolt) (capala) 105; (vidyut) 32 
see also yellow 
red 
(aruna) 44, 51 
(rakta) 2, 9, 13, 46, 48, 62, 92, 104, 106 
colour of 
coral (pravala) 76, 90 
japa/java (flower) 77, 107 
rising sun (bdldrka) 61, 63; (samudyaddditya) 40; (samudyaddinesa) 
11; (udyadbhaskara) 52; (udyadbhasvat) 38; (udyaddine§vara) 8; 
(udyanmartanda) 88; (udyatpatanga) 39; (udyatsirya) 86 
reddish 
(drakta) 7 
white 
(sita) 67, 79, 107 
(§veta) 107 
colour of 
jasmine (kunda) 45 
moon (candra) 68, 107; (indu) 101; (Sasdnka) 43 
autumn moon (ghanantavilasacchitam$u) 91; 
(ghanavirdmahimamSu) 65; (fSaraccandra) 97, 102; 
(§aGradacandra) 18; (Saradvidhu) 85 
Kailasa mountain (kaildsdcala) 82 
white lotus (amalapundarika) 84; (kumuda) 3 
yellow 
(pita) 107 
colour of a piece of turmeric (hdridrakhanda) 14 
see also golden 


5.2 Postures° 


seated (Gritdha) 56, 58, 93 
(asina) 78 | 
(nisanna) 79, 108 


3 The postures are rarely specified in the MM. Usually the imprecise sthita (“‘is, stands, re- 
mains’) is used, which sometimes also denotes sitting. Special sitting postures such as the 
lotus posture or standing postures such as the @lidha stance are not described. 


arrears 


ola I q | 
Wenrivzv~eanm Pal “at Saeed a 2 ~~ —_ — ~—stt™ A BF 
Lv Lee ra = 2 | hu ‘d : 1 ‘LEP k FL Bi L | / Fi 1 a 1 J i t ae / ae i’ 
ail ie li Bes OL i i | —_—a | — iF 4 


5.3 Hand Gestures 227 


(samnisanna) 46 
(upavista) 54 
being/standing 
(-ga) 24, 27, 49, 84, 86, 92, 100 
(-gata) 16, 24, 41, 59, 81, 103 
(-sama@sthita) 53 
(-samsthita) 59, 76 
(-stha) 2, 7,9, 10, 14, 22, 36, 40, 52, 73, 77, 102 
(-sthita) 22, 23, 25, 28, 30, 31, 33, 37, 61, 68, 69, 70, 73, 83, 90, 95 


5.3 Hand Gestures 


anjali (gesture) 85 
gesture of knowledge (jAdnamudra) 96 
gesture (mudra) (of knowledge [jndna]) 45 
(gesture of) protection 
(abhaya) 3,7, 8, 12, 15, 21, 22, 23, 28, 36, 40, 59, 65, 66, 75, 76, 82, 84, 
95, 102 
(abhiti) 42, 43, 106 
gesture of text-exposition 
(vyakhyamudrika) 80 
(vyakhydnamudra) 47, 79 
wish(-granting gesture) 
(ista) 60, 84, 95 
(vara) 3, 4, 7, 8, 15, 21, 22, 23, 28, 36, 42, 43, 59, 65, 66, 75, 77, 82, 83, 
88, 96, 102 
(wish-)granting (gesture) (ddna) 40, 76 


5.4 Attributes 


areca nut (piigiphala) 30 (commentary), 46, 62, 86, 89, 90 
arrow 

(bana) 25, 38, 39 

(isu) 2, 46, 62, 86, 89, 90 

(fara) 10 

(sdyaka) 91 


arrears 
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flower arrow (pauspabana) 70; (sumaSara) 61 
axe 
(para$u) 23, 90, 96, 107 
(tanka) 5 
basket of jewels (ratnakarandaka) 54 
beads of bone (asthimani) threaded with human intestines 34 
bell (ghanta) 19, 90, 91 
betel leaf 
(ahilatadala) 27 
(ndgalatddala) 30 
bhuSundi (kind of weapon/missile) 89 
bow 
(capa) 2, 38, 46, 86, 89 
(dhanus) 10, 13, 90, 91 
(kodanda) 25 
(pinadka) 65, 66 
sugarcane bow (iksucapa) 62, 70; (iksudhanus) 61, (iksuSardasa) 39 
broom (mdrjanika) 35 
citron 
(bijapira) 13, 46, 85 
(matulinga) 41 
club, see iron club 
conch 
(dara) 12, 67, 70, 89, 91, 97, 105, 107 
(jalaja) 90 
(fankha) 67, 70, 89, 91, 97, 105, 107 
deer 
(harina) 96 
(mrga) 81 
(s@ranga) 5 
fawn (mrgabala) 4 
drum, see rattle drum 
earth (acala) 58 
fawn, see deer 
flute (venu) 62, 69 
fruit of the citron tree, see citron 
garland (mala) of 
(blue) lotuses (indivara) 85 


5.4 Attributes 


flowers (puspa) 21 
madhika (flowers) 26 
goad 
(ankuSfa) 8, 9, 11, 14, 32, 38, 39, 46, 48, 62, 70, 104, 106 
(srni) 2, 10, 44, 51, 52, 58, 61, 102 
hammer/mace (mudgara) 32, 57 
head (Siras) 19, 89 
own head (nijaSiras) 24 
recently severed head (sadyaschinnasSiras) 15 
see also skull 
iron club (parigha) 89 
javelin (bhindi) 23 
ladle (darvi) 23, 50 
linga (= Siva’s phallic symbol) 88, 95 
liquor vessel (surabhdjana) 90 
lotus 
(abja) 12, 105, 107 
(ambhoja) 29, 76 
(ambuja) 21, 67 
(jalaja) 62, 71 
(kamala) 70 
(padma) 36, 90, 97, 105 
(payojanma) 41 
(saroja) 13 
(sarojanma) 13 
(toyaja) 84 
(utpala) 13 
blue lotus (nilanalina) 17; (nilasaroja) 27; (nilendivara) 6 
red lotus (raktabja) 106 
see also garland 
lute, see vallaki, vind 
mace (gad4@) 13, 23, 67, 70, 77, 83, 89, 90, 105 
madhika (flowers), see garland 
manuscript 
(pustaka) 3, 42, 43, 48, 105, 107 
(vidya) 4, 5, 40, 45, 47 
mirror (@darga) 105 
modaka 11, 14 
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vessel with modakas (modakapA@tra) 9 
noose (pdSa) 2, 8, 9, 10, 11, 13, 14, 21, 23, 32, 38, 39, 44, 46, 48, 51, 52, 57, 
58, 61, 62, 70, 90, 94, 104 
paSupata (Pasupati’s [weapon]) 23 
pestle (musala) 23, 59, 60, 91 
plough (hala) 23, 59, 60, 91 
rattle drum (damaru) 60, 103 
rice shoot (dhanydgra) 13 
rosary 
(aksamald) 22, 40, 45 
(aksamalika) 107 
(aksasraj) 5, 21, 47, 81, 82, 90, 104 
(aksasitra) 3, 4, 11, 48 
scimitar (kartri) 17, 18, 20, 23 
shield (carman) 1, 55, 58, 90 
skull 
(kapdla) 17, 18, 20, 45, 46, 60, 107 
human skull (nrkapdla) 16 
skull (filled) with blood (asrkkapdla) 2 
skull-topped staff (kKhatvadnga) 23 
see also head 
snake 
(ahi) 97 
(bhujanga) 75 
(ndga) 60 
spear 
(§akti) 7, 21, 23, 32, 77, 90 
spear/trident (Sila) 2, 19, 23, 56, 60, 77, 89, 90, 91, 97, 102 
see also trident 
staff 
(danda) 88, 90, 94, 100 
golden staff (sauvarnavetra) 7] 
Sugarcane, see bow 
sudarsana, see wheel © 
svastika 7 
sword 
(asi) 19, 55, 90 
(khadga) |, 17, 23, 56, 89 
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(krpana) 15 
creeper-like sword (asilata) 58; (khadgalatika) 16 
thunderbolt 
(kulifa) 90 
(vajra) 23, 57 
tongue (rasana) 57 
trident 
(guna) 106 
(Stila) 13, 99 
(trifirsaka) 23 
(triftila) 103, 107 
see also spear 
tusk 
(danta) 9, 12, 13, 14; 
(visdna) 11 
universe (bhuvana) 88 (commentary) 
vallakt 37 
vessel 
(casaka) 20 
(kumbha) 52, 81, 84, 105 
(kundika) 21, 82, 90 
drinking vessel (pdnapatra) 22 
golden vessel (gdarigeyapatra) 103; (hatakabhdjana) 50; (svarnaghata) 12 
golden vessel filled with money (dhanapurnasvarnakumbha) 54 
liquor vessel, see liquor 
nectar vessel (amrtakumbha) 47, 107; (piyttisakalaSa) 42, 43, 93, 98; 
(piyusakarira) 29 
vessel of money (dhanabhdjana) 52 
vessel of plenty (purnakalasa) 98 
vessel with jewels (manikumbha) 13 
vessel with modakas, see modaka 
vind 49, 62 
weapon of destruction (samharastra) 23 
wheel 
(arin) 62 
(cakra) 12, 13, 65, 66, 67, 70, 89, 91, 105, 107 
sudarsana 90 
winnowing fan (sarpa) 35 


arrears 
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5.5 Seats/Mounts 


animal (pasu) 19 
boat 
(nau) 23 
(pota) 2 
buffalo 
(mahisa) 100 
(sairibha) 90 
chariot 
(ratha) 74 
aerial chariot drawn by men (manujavahyavimana) 83 
war-chariot (syandana) 86 
corpse 
(fava) 16, 20, 59 
chest of a corpse (Savahrd) 17 
couch (Sayyd) 6 
crow (vdyasa) 33 
fire (agni) 54 
funeral pyre (ciftd) 34 
Garuda 
“the king of the birds” (vayordja) 70 
Gauri’s lotus-like hand (gaurihastasaroja) 92 
goose (hamsa) 21 
horse 
(a§va) 93 
(haya) 58 
lion (simha) 56 
lotus 
(ambuja) 81, 102 
(padma) 7, 52, 73 
(pathoruha) 80 
(sarasiruha) 9 
(saroja) 37, 90 
lotus held in Gauri’s hand (gaurihastasaroja) 92 
red eight-petalled lotus (Sonavasupatrakambuja) 69 
red lotus (arundmbuja) 40; (raktabja) 5; (raktambhoruha) 59; 
(raktambuja) 2; (Sonambhoruha) 76 


arrears 
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reddish lotus (Graktasaroruha) 10 
white lotus (svetambhoja) 79; (§vetambujanma) 17 


ram (mesa) 77 
sea monster (makara) 84 
seat 

(adsana) 49 


colourful seat (vicitrdsana) 101 


lotus seat (padmd@sana) 41 
raised seat (vedika) 25 
yoga seat (yogapitha) 80 


see also throne 


solar disc (bhaGsvanmandala) 24 


§ricakra 61, 62 
throne 


golden throne (kanakdsana) 14, 36; (sauvarndsana) 57 
jewelled throne (ramapitha) 37, 54, 69; (ratndsana) 46; (ratnasimhdsana) 


31 


“‘lion’s seat,” throne (simhdsana) 103 (identified with “a golden throne” in 


commentary ) 


(made) of jewels and gold (manikdricanapitha) 27 
red throne (raktasimhdsana) 22 


see also seat 


5.6.1 Mountains 
Kailasa 27 

Raivata 93 

Sumeru (hemadri) 25 


5.6.2 Oceans and Rivers 

Milk Ocean 
(dugdhabdhi) 53 
(kstrabdhi) 67 
(kstrambhodhi) 62 
(ksirodadhi) 68 

Narmada 87 

Ocean of Blood 
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(raktambhodhi) 23 

(raktodanvat) 2 
Ocean of Liquor (surdrnava) 49 
ocean of words/sounds (fabdapathonidhi) 21 
water covering the universe (viSvavyadpakavar1) |7 


5.6.3 Trees and Plants 
campaka 31 
parijata 
forest of pdrijdta trees 103 
vata 30, 54, 96 
wish-granting tree 
(kalpadru) 73 
(kalpadruma) 53 
(kalpaGnokaha) 70 
(kalpapddapa) 69 
(kalpavrksa) 46 
forest of wish-granting trees (kalpadruma) 62 


5.6.4 Other Places 
Alaka 83 
Avanti 77 
cremation grounds (smaSsdna) 15, 33 
hexagon (satkona) 60 
island 
(antaripa) 49 
Golden Island/Continent (svarnadvipa) 53 
see also Svetadvipa 
market-place 
(apana) 79 
(vipana) 78 
palace, jewelled (ratnamandira) 49 
pavilion 
jewelled pavilion (manivedikda) 53; (ratnamandapa) 25; 
(ratnayunmandapa) 62 
of rubies (manikyamandapa) 103 
Svetadvipa 22, (108) 
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Vraja 72 
Vmdaranya (= Vrndavana) 69 


a ee ee | eh Original from 
Digitized by (506 gle UNIVERSITY OF MICHIGAN 


Original from 


Digitized by Google UNIVERSITY OF MICHIGAN 


6 Appendix 2: Mantramahodadhi, Chapter 25 


6.1 Introductory Remarks 


Chapter 25, the final chapter of the text, is important for several reasons. It 
presents, in a condensed and systematic form, valuable information on the six 
rites (sat karmGni) of magic. The chapter also contains the table of contents 
(anukrama, anukramani), information on the author’s genealogy as well as the 
date and place of the composition of the work. Mahidhara’s table of contents is 
the major source for my list of the chapters of the MM in section 1.3.1, while 
the information on the author’s genealogy is included in section 1.2. 

A free translation of verses 1-102 of this chapter, which address the six 
rites, along with an antecedent essay is forthcoming in Biihnemann 2000. In 
keeping with the style of the volume in which it appears and which addresses 
a general audience, the contribution will not contain footnotes. In coordination 
with the new edition of chapter 25 of the MM, I present in this appendix the 
scholarly and complete translation of the chapter. 

Chapter 25 is comprised of 132 verses. Verses 1-102 address broader 
issues connected to the set of magical mtes termed the six rites (sat karmani). 
Five of these fall into the category of abhicGra, sorcery or destructive magic, 
while the first can be classified as an auspicious beneficial rite of white magic. 
The chapter bears some similarity to sections of the anonymous PS and 
Laksmanadesika’s ST (especially ST 23.121-145). 

The six rites referred to in the MM are appeasement (SGnti), subjugation 
(vaSya, vaSikarana), immobilization (stambha, stambhana), enmity (dvesa, 
vidvesa), eradication (uccdta, uccatana) and liquidation (mdarana). 

Appeasement is defined as curing diseases; it is an auspicious, benevolent 
rite, while the other five rites are of a destructive nature. Subjugation entails 
bringing a person under the practitioner’s control, especially in the case of se- 
ducing a woman against her will. Immobilization means stopping a person’s 
activity. Enmity is defined as creating dissension or dislike between two per- 
sons who are attached to each other. Eradication means depriving a person of 
his place, usually in reference to activities such removing someone from a lo- 
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cation. Liquidation means taking life. 

After defining the rites, Mahidhara states that the practitioner should have a 
thorough knowledge of nineteen items pertaining to the ritual before perform- 
ing arite. These items are listed in verses 4 and 5 and then explained one by one 
in verses 6—65ab of the chapter. They are 1) the deity, 2) the deity’s colour, 3) the 
season, 4) the direction, 5) the day, 6) the posture/seat, 7) the arrangement, 8) 
the symbolic shape (mandala), 9) the gesture (mudra), 10) the syllables, 11) the 
rise of the elements, 12) the fire sticks, 13) the rosary, 14) the fire, 15) the ma- 
terial for writing, 16) the fire pit, 17) the small wooden sacrificial ladle (sruc), 
18) the large ladle (sruva) and 19) the stylus. 

Following the discussion of the nineteen items, Mahidhara addresses other 
issues, such as the diet suited for the practitioner (65cd—67), substances and 
vessels used for pouring libations (68—70) and the body posture that is to be 
maintained (71). 

In concluding the discussion of the ritual procedures, Mahidhara declares 
that he describes the desire-oriented rites only for persons who are attracted to 
sense pleasures, based on instructions he found in the works of earlier precep- 
tors (72—76ab). Mahidhara extolls the superiority of worshipping deities with- 
out any motive of personal gain but rather for the attainment of the highest 
knowledge, the realization of the unity of the individual self (@tman) with the 
universal principle (brahman) (76cd-81). 

The text then continues with a discussion of a preliminary ritual 
(puraScarana) performed for determining the success to be expected by 
repeating a mantra (82-87). Not every mantra is suitable for every individual. 
The practitioner prays to Siva to reveal “the truth” in a dream. Auspicious 
and inauspicious dreams are listed in detail (88—97ab). Finally, the signs by 
which one recognizes that the practitioner has attained mastery over the mantra 
(mantrasiddhi) are given. The practitioner is again advised to strive for the 
highest knowledge and emancipation (97-102). 

The table of contents of the individual chapters of the MM follows (103-— 
120) and is succeeded by details about Mahidhara’s genealogy and motivation 
for composing the work (121-125). A number of benedictory verses and verses 
in praise of deities conclude the chapter (126-131). A final verse gives the date 
and place of composition (132). 


Table of Contents 
1 The six rites (sat karmdni) (1-102) 
1.1 The definitions of the six rites (1-3) 
1.2 The nineteen items a practitioner of the rites should be familiar with (4— 


6S5ab) 
1.2.0 
1.2.1 
1.2.2 
1.2.3 
1.2.4 


2.5 
1.2.6 


L.2.7 


1.2.8 


1.2.9 
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Introduction (4—5) 

The presiding deities of the six rites and their colours (6—7ab) 

The six seasons and their connections with the six rites (7cd—9ab) 

The six directions the practitioner faces during the rites (9cd— 

10ab) 

The days of the lunar month and of the week suitable for the rites 

(10cd—15ab) 

Six suitable postures and seats for mantra repetition (15cd—17ab) 

Six arrangements (vinydsa) for the syllables of the mantra and 

the syllables of the victim’s name (17cd—23ab) 

The symbolic shapes (mandala) of the elements (bhita) (23cd-— 

26ab) 

The hand gestures (mudra) (26cd—29) 

1.2.8.1 Six hand gestures for the six rites (26cd—27ab) 

1.2.8.2 Three hand gestures for the fire ritual and their descrip- 
tions (27cd—29) 

The syllables assigned to the moon and to the elements employed 

in the yantras of the rites (30—32ab) 


1.2.10 The six “classes” (jati), i.e. closing words of mantras (32cd-— 


33ab) 


1.2.11 The rise of the elements (bhitodaya) determined by observing 


the touch of the breath on the nostrils (33cd—36) 


1.2.12 The fire sticks smeared with different substances used in the fire 


ritual (37-39) 


1.2.13 Rosaries: their materials, the fingers employed in rotating them 


and their number of beads (40-44) 


1.2.14 The fire ritual (homa) (45—62ab) 


1.2.14.1 The fire sticks used in lighting the fire (45-47ab) 

1.2.14.2 The tongues of the fire (47cd—49ab) 

1.2.14.3 The ritual feeding of Brahmins (brahmanabhojana) 
(49cd—55ab) 
1.2.14.3.1 The number of Brahmins fed (49cd—52ab) 
1.2.14.3.2 Their qualifications and treatment (52cd- 

55ab) 

1.2.14.4 The materials and substances for drawing yantras 
(SScd-59) 

1.2.14.5 The shapes of the fire pits (Kunda) and auspicious di- 
rections (60-61 ab) 
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1.2.14.6 The material for the small wooden ladle (sruc) and the 
large ladle (sruva) (61cd—-62ab) 
1.2.15 The different materials for the stylus (/ekhani) and the suitable 
time for manufacturing it (62cd—65ab) 
1.3 The practitioner’s diet (65cd-67) 
1.4 The pouring of libations (tarpana) (68-71) 
1.4.1 The substances for pouring libations (68-69ab) 
1.4.2 The vessels used (69cd—70) 
1.4.3. The body postures maintained while pouring libations (71) 
1.5 The drawbacks of desire-oriented (kdmya) rites (72—76ab) 
1.6 The superiority of worship without selfish motives (niskdmya) (76cd- 
81) 
1.7 The ritual for determining future success before attempting the proce- 
dure of perfecting a mantra (puraScarana) (82—97ab) 
1.7.1 The preparation (82-87) 
1.7.2 The dreams (svapna) (88—97ab) 
1.7.2.1 The auspicious (Subha) dreams (88-93) 
1.7.2.2 The inauspicious (afubha) dreams (94—97ab) 
1.8 The indications of mantra perfection (siddhi) (97cd-101) 
1.8.0 Concluding verse (102) 
2 The author’s table of contents (anukrama, anukramani) of the MM (103- 
120) 
3 The author’s genealogy and motivation for composing the work (121-125) 
4 Verses of benediction and in praise of deities (126-131) 
5 The date and place of composition of the work (132) 


The text of this chapter in the VenkateSvar Press edition contains many mis- 
prints. While working on its translation, I consulted several manuscripts to clar- 
ify doubtful points and eventually decided to prepare a new edition of the text. 
The text presented in 6.2 1s based on the following textual sources: 


B Text printed in pothi form by the VenkateSvar Press, Bombay 
(1962) 

BORI 1 Manuscript no. 1008/1891-95, preserved in the Bhandarkar Orien- 
tal Research Institute, Pune, folios 182a.9-190b.3 

BORI 2 Manuscript no. 1138/1886—92, preserved in the Bhandarkar Orien- 

tal Research Institute, Pune, folios 145b.2—151.3 (dated 1789 CE) 

CASS Manuscript no. 0793, preserved in the Centre of Advanced Study 

in Sansknit, University of Pune, folios 182a.9-190b.3 (dated 1757 
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CE) 
LU Lithograph printed by the Smarahimsakadatta Press, Lucknow 
(1872), folios 155a.5—161b.8 


Of the manuscripts used, BORI2 excludes the autocommentary. The texts 
of BORI1 and CASS seem very similar and are most likely based on the 
same archetype. In preparing the critical apparatus, common errors in the 
manuscripts, such as the omission of visargas and the confusion between the 
letters § and s, have not been noted. 
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karmani sad atho vaksye siddhidani prayogatah | 

Santir vaSyam stambhanam ca dvesa' uccatamarane |/ 17 
uktGnimani karmani Santi’ rogddindganam | 

vaSyam vacanakaritvam stambho vrttinirodhanam |/ 2 
dveso ’pritih pritimator uccatah* sthanataS? cyutih | 
maranam pranaharanam iti satkarmalaksanam |/% 
devata devatavarna rtudigdivasdsanam | 

vinyasa@ mandalam mudraksaram bhitodayah samit |; 
malagnir lekhanadravyam® kundasruksruvalekhani’ / 

sat karmani prayunjita jnatvaitani yathayatham //5 

ratir vani rama jyestha durga kali ca devatah® / 
sitarunaharidrabhamisraSyamaladhisarah |/ 6 
prapiijayet tah? karmadau svavarnaih'® kusumaih kramat | 
rtusatkam vasantadyam ahoratram bhavet kramat // 7 
ekaikasya rtor manam ghatikadasakam matam / 
hemantam ca vasantakhyam Sisiram grismatoyadau // 8 


“sam B, LU. 

Metre 25.1—128, 131-132: Anustubh. 
°ri BORII2, CASS. 

°t@ BORII. 

° tas B. 

°nam dra° B, LU. 

“nih BORI2, LU. 

° ta B. 

° yeta B instead of ° yer tah BORI1, CASS, ° yet tam BORI2, prayojayeta vargadau LU in- 
stead of prapiijayet tah. 

suva® BORI2. 
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Saradam karmanam satke yojayet kramatah'' sudhih / 
Sivasomendranirrtipavanagnidigah '* kramat // 9 
tattatkarmani kurvita japams'° tattaddisamukhah | 
§uklapakse dvitiya ca saptami pafricami tatha // 10 

trttya budhajivabhyam yutda Santividhau mata | 

caturthi navami sasthi trayodasi"* tithis tathd // 11 
jivasomayutd Sasta vaSikaranakarmani / 

ekadaSi ca daSami'> navami"® castami punah"’ // 12 
Sanaiscarasitopeta prokta vidvesakarmani'* / 

krsne'? caturdasyastamyau bhanusiinuyute*® yadi // 13 
uccatanakhyam*' karmatra kartavyam phalasiddhaye | 
bhitastamyau krsnagate** amavasya tadantaga |/ 14 
bhanumandakujopeta> stambhamaranayoh Subhd | 
padmam svastikavikate kukkutam vajrabhadrake // 15 
Santyddisu prakurvita kramadd Gsanam uttamam | 
gokhadgagajapheriinadm mesimahisayos tathda // 16 
krttau nivifya** kurvita japam S§antyaddikarmasu> | 
dsanany evam utkirtya”® vinyasah procyate ’dhund |/ 17 
granthanam ca vidarbhakhyah samputo rodhanam tatha / 
yogah pallava ete sad vinyasah karmasu smrtah // 18 
pratyekam esam sannam tu laksanam pranigadyate | 
eko mantrasya varnah syat tato namaksaram?' punah |/ 19 


mantrarno*® namavarnas cety evam granthanam iritam | 


ll “td BORI2. 

12 °Sah BORI]I. 

13 japam BORI2, LU. 

14 °daga BORII, °dasya BORI2. 
15 navami BORII, CASS. 

16 dagfami BORII, CASS. 

17 tatah BORII, CASS. 

18 “sane Subhaé BORI12, CASS. 
19 “na LU. 

20 °ro BORI2. 

21 °khya LU. 

22 °mate BORI2. 

23 “tah B, LU. 

24 °vesya B, BORII, LU. 

25 °karmani B, LU. 

26 eva samkirtya B, LU instead of evam utkirtva. 
27 nadmo'ksaram BORII, CASS. 
28 mantravarno BORII, CASS. 
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Gdau mantraksaradvandvam”? ekam namaksaram tatah |/ 20 
evam punah punah prokto vidarbho mantravittamath | 
mantram* adau samuccarya tato namakhilam pathet /|/ 21 
ante vyutkramato mantram esa samputa iritah / 
adimadhyavasanesu namno mantras tu rodhanam // 22 
nadmante tu manur yogo mantrante nama pallavah / 
ardhacandranibham par§vadvaye padmadvayankitam>' // 23 
Jalasya mandalam proktam praSastam Santikarmani | 
trikonam svastikopetam vaSye vahnes tu mandalam // 24 
caturasram vajrayuktam stambhe bhiimes tu mandalam*? [ 
vrttam divas tad vidvese bindusatkankitam tu tat // 25 
vayumandalam uccate marane vahnimandalam | 
saroruham pa@Sagade musalam kuligam tv asth // 26 
sanmudrah karmasatke syur atha home*? nigadyate | 

mrgi hamsi sitkariti home mudratrayam matam |/ 27 
madhyamanamikangusthayoge mudra mrgi mata™ | 
hamsi kanisthahinanam sarvasam yojane matdé /[/ 28 

sukari karasamkoce mudralaksanam iritam® | 

Santau*® vasye mrgi hamsi stambhanddisu sikari // 29 
candratoyadharadkaSapavandnalavarnaka@h / 

satsu karmasu yantrasya bijany uktani mantribhih?’ // 30 
svarah sathau candravarna bhitavarna udiritah | 
candrarnahinds te grahyda vasikrtyadikarmasu® // 31 

kecit savalahan*? yam™ ram*' Ghus candradivarnakan* | 
SGntyddikarmasu jrieya jatayah sad amah® kramat // 32 


29 °ksaram dva° B, BORI2, LU. 
30 mantram B. 
31 °re LU. 


32 bhimandalam §ubham BORI12, CASS instead of bhiimes tu mandalam. 


33. “mo BORI2. 

34. mrgirita BORI2 instead of mrgi mata. 
35 “ta BORIZ2. 

36 Santo B,. 

37. séribhih BORI1, CASS. 

38 °mani B, LU. 

39 Bom. ha. 

40 pa BORII, CASS. 

41 om. BORIZ2. 

42 candrarnavarnakan BORI2. 

43 abhuh B, amuh BORI2, ama LU. 
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namah svaha vasad“ vausat hum phat ca® mantravittamaih | 
nasaputadvayaddhastad® yada pranagatir*' bhavet |/ 33 
toyodayas* tada*’ jrieyah>® Santikarmani siddhidah”' | 
nasddandasritagatau prane stambhe dharodayah // 34 
putamadhyagatau tasmin dvese vyomodayah Subhah |°? 
putoparistad gamane prane syat pavakodayah // 35 

tada karmadvaye siddhir marane ca vasikrtau |>° 

prane tiryaggatau jneya uccate marutodayah // 36 
dirvayah samidhah §antau goghrtena samanvitah | 
dadimaprasuvo™ home vaSye ‘jaghrtasamyutah // 37 
mesighrtaktah>> samidhah stambhe rdjatariidbhavah”® / 
dhattirasamidho dvese atasitailasamyutah”' |/ 38 
citajah*® katutailakta uccatanavidhau matah*? | 
katutailayutah Sasta marane khadirodbhavah® |/ 39 
§ankhaja<h> padmabijottha nimbdaristaphalodbhavah®' | 
pretadantabhava vaharadottha<h> kharadantajah® // 40 
japamalah kramdj jneyah Santimukhyesu karmasu | 
madhyamayam sthitam malam Jyesthenavartayet sudhih // 41 
Santau vaSye tatha pustau bhogamoksarthake jape | 
andmangusthayogena japet stambhanakarmani® // 42 
tarjanyangusthayogena dvesoccatanayoh punah®™ | 


44 svadhaé BORII, LU, om. CASS. 

45 san B, BORI2, om. CASS. 

46 °sta LU. 

47 prana’ B. 

48 toya® BORI2. 

49 tatha B, LU. 

50 “yah LU. 

51 °dah LU. 

52 CASS gives the text in the following order: 34ab, 35cd, 36ab, 34cd, 35ab, 36cd. 
53 BORII om. 35ab. 

54 °“maprabhava BORI|, CASS, °prasavo BORI2, °prasavda LU. 
§5 °kta BORII, CASS, °ktah BORI2. 

56 °vah LU. 

57 ‘tasitatlena samyutah CASS. 

58 °jo LU. 

59 Subhah BORII, CASS. 

60 kha° BORI2. 

61 “vd B, BORII, CASS, LU. 

62 “ja B, BORII, CASS. 

63 stambhanddau japet sudhih B, BORI2, LU. 
64 japah BORII, CASS, puman BORI?2. 
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kanisthangusthasamyogan® marane prajapet sudhih // 43 
astottaraSatam samkhyda tadardham ca tadardhakam / 
maninam Subhakarye syat tithisamkhyabhicarake® |/ 44 
Santir vaSyam laukikagnau stambhanam vataje ‘nale / 
dvesah kalitaritpanne Sese pitrvanasthite // 45 

Subhe karmani bilvarkapalasaksiravrksajaih®’ | 

aSubhe visavrksaksair® nimbadhattiraselujaih® // 46 
kasthaih pradipayed agnim homakarmani mantravit | 
vahner jihvam suprabhakhyam Santikarmani pujayet // 47 
vaSyakarye" hi raktakhyam" stambhane kanakabhidham | 
vidvese gaganam jihvam uccate ’py atiraktikam’* // 48 
krsnam tu marane carced bahurupam tu sarvatah | 

bhojye samkhyaviseso ‘pi jneyah Santyadikarmasu // 49 
§antau vaSye bhojayeta homad vipran dasam$atah | 
uttamam tad bhavet karma tattvamSena tu madhyamam // 50 
homac chatamSato viprabhojanam tv adhamam hi"? tat" / 
Santer dvigunitam viprabhojanam stambhane matam" // 51 
trigunam dvesanoccate marane homasammitam / 
atiguddhakulotpannah’® sangavedavido ’malah |/ 52 
sadacararata vipra bhojya bhojyair manoharath / 

pujyas te devatabuddhya namaskaryah punah punah // 53 
samtosya madhurair vakyair hiranyadipradanatah | 

aciral labhate ’bhistam grhitayadm tadasisi // 54 

eno ‘bhicarakarmottham naSyati dvijavakyatah | 
candanam rocana ratrir grhadhimasg citabhavah /[/ 55 
angaro ’stavisaniti Santyadau yantralekhane"' | 

puarvoktam lekhanadravyam"® grhniyat tad api dhruvam // 56 


65 °sthayogena BORII, CASS, °sthayogadn BORI2. 
66 BORI2 om. thi. 

67 °palasa® CASS. 

68 °ksa BORII2, CASS, LU. 

69 °kelujaih BORII, ° Sailujaih BORI2, ° kefulaih CASS. 
70 “yo B, BORII. 

71 hiranyakhyam BORI2 instead of hi raktakhyam. 
72 °ktakaém BORI1. 

73 tuB, LU. 

74 smrtam BORI], CASS instead of tu tat. 

75 smrtam BORI12, CASS. 

76 °nah BORII. 

77 °nam BORI2. 

78 °nam dra° LU. 
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maricam pippali” Sunthi S$yenavisthd ca citrakah | 
grhadhimonmattarasau® lavanam ca visdstakam // 57 
Santau vasye likhed bhiarje®' stambhane dvipicarmani® / 
kharacarmani vidvesa® uccate dhvajavasasi /|/ 58 

narasthini likhed yantram marane mantravittamah | 

ye tv ddharah®™ smrta yantratarange® te®® ’ pi sammatah // 59 
vittam padmam catuskonam trisatkonam dalenduvat / 
toyeSasomasakranam yatuvayvor yamasya ca |/ 60 

as§asu kramatah kundam Santimukhyesu karmasu | 

sauvarnau yajnavrksotthau sruksruvau®’ santivasyayoh // 61 
stambhandadisu karyesu smrtau lohamayau hi tau | 

hemaja ripyaja jatisambhava® lekhani Same // 62 

vaSye durvankurotpanna stambhane ’gastyavrksaja | 
rajavrksabhava va sydd vidvese tu karanjaja |/ 63 

Subhe karmani ramyahe lekhanim®? racayet sudhih / 
bibhitakotthitoccate madrane tu pumasthija // 64” 
riktatithau”! kujadine vistau tam aSubhe punah | 

bhaksyam ca tarpanadravyam™ tatpatram atha kirtyate?> // 65 
§antau vaSye havisyannam stambhane paramannakam / 
masa mudgds ca vidvese godhima bhram§Sane sthalat // 66 
mastradnnam tatha $yama ajadugdhotthapdayasam | 

marane proditam bhaksyam mantrinam karma kurvatam /|/ 67 
S$antau vaSye haridraktam jalam tarpana tritam / 
maricadyam™ kavosnam tat stambhane marane tathd // 68 
mesaraktanvitam toyam vidvesoccdatayor matam | 


79 pippali maricam B, BORI2, LU. 

80 geha° BORI1, CASS;°raso B. 

81 bhirjapatre BORI2 instead of likhed bharje. 

82 di BORI2. 

83 Suggested emendation because of sandhi, °se B, BORI12, CASS, LU. 
84 cddharah BORII, CASS instead of t adharah. 

85 taom. BORI2. 

86 te om. BORI]. 

87 srucau BORII, sraksruvau LU. 

88 jati’ BORII2, CASS. 

89 °ni BORI2, LU. | 

90 BORI12, CASS give the text in the following order: 64cd and 64ab. 
91 rekte tithau BORI], rikte tithau BORI2, CASS. 

92 °nam dra° B, lekhanadravyam BORI2. 

93 abhidhiyate BORI], CASS instead of atha kirtvate. 

94 °ri? BORII2, CASS, LU. 


oo 
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svarnapatram tarpane syac chantau vaSye ca karmani |/ 69 
stambhane mrttikapatram vidvese khadirodbhavam”? | 
lohanirmitam uccate kukkutandam™ tu?’ madrane // 70 
mrdvdsane samdsinah §dntau vaSye pratarpayet | 
janubhydm utthitah stambhe dvesadav ekapat sthitah // 7} 
satkarmanam vidhih prokta evam mantrajnatustaye | 
samyak krtva nydsajatam”® atmaraksam vidhaya ca |/ 72 
kamyam karma prakartavyam anyathabhibhavo bhavet | 
§Subham vapy aSubham vadpi kamyam karma karoti yah // 73 
tasyaritvam vrajen” mantro na tasmat tatparo bhavet | 
visayasaktacittanam samtosdya prakasitam /|/ 74 
purvacaryoditam kamyam karma naitad dhitavaham / 
kamyakarmaprasaktanam '™ tavanmatram bhavet phalam'®! // 75 
niskamam bhajatam devam akhilabhistasiddhayah '” / 
pratimantram samudita'°? ye prayogah sukhaptaye | 
tadasaktim'™ vihayaiva niskamo devatam bhajet // 76 
vede'°> kandatrayam'© proktam karmopdsanabodhanam | 
sa@dhanam kandayugmoktam trtiye saddhyam tritam |/ ‘77 
tasmad vedoditam kurydad up@sita ca devatah | 
Suddhantahkaranas'”’ tena labhate jidnam uttamam // 78 
karyakaranasamghdatam pravista$ cetanatmakah | 

jivo brahmaiva sampirnam iti jidtvad vimucyate // 79 
manusyadeham samprapya up@sita ca devatah | 

yo na mucyeta samsaran mahapapayuto hi sah // 80 
atmajnadndaptaye tasmad yatitavyam narottamaih / 
karmabhir devasevabhih kamddyariganaksayat // 81 
cikirsur'°® devatopdstim Gdau bhavi vicarayet | 


95 khddirodbhave BORI2. 

96 “dandam B. 

97 ca BORII, CASS. 

98 °jalam BORII, CASS. 

99 bhajen BORII, CASS. 

100 °karmani saktandm BORI2. 
101 phalam bhavet BORI2 instead of bhavet phalam. 
102 bhi om. BORI]. 

103 pramuditam BORI2. 

104 tadd Saktim B. 

105 deve LU. 

106 °yo BORII. 

107 °ddhdntaka® B. 

108 °ki° BORI2. 
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snanasamdhyadikam'” krtva smrtva haripadambujam |/ 82 
Sayita kuSaSayyayam prarthayed vrsabhadhvajam | 

bhagavan devadevesa Silabhrd vrsavahana // 83 

istaniste samacaksva mama suptasya Sasvata | 

namo ’jaya trinetraya pingalaya mahatmane // 84 

vamaya viSvaripdya svapnadhipataye namah / 

svapne kathaya me tathyam''® sarvakdryesv aSesatah |/ 85 
kriyasiddhim""' vidhdsyami tvatprasddan mahesvara | 

ebhir mantraih Sivam prarthya nidram kuryan'"* nirakulah''> // 86 
svapnam "'* drstam niSi pratar gurave vinivedayet | 

tam antarena mantrajnah svayam svapnam vicarayet |/ 87 

lingam candrarkayor bimbam bharati''° jahnavi"'® guruh""" / 
raktabdhitaranam yuddhe jayo ‘nalasamarcanam |/ 88 
Sikhihamsarathangadhye''® rathe sthanam ca mohanam | 
Grohanam sdarasasya dharalabhas ca nimnaga'"? // 89 
prasadah'*° syandanah padmam chattram'?' kanya drumah phali / 
nago dipo hayah puspam'** vrsabho ’§vas ca parvatah // 90 
suraghato'*? grahds tara nari sairyodayo 'psarah | 
harmyaSailavimananam Groho gagane gamah // 91 
madyamamsdadanam visthadlepo rudhirasecanam | 
dadhyodanddanam '“* rajyabhiseko govrsadhvajah '*> // 92 
simhah'*° simhadsanam Sankho vaditram rocana dadhi | 
candanam darpanas'*' caisam svapne samdarsanam subham |/ 93 


109 sndnadanddi° B, LU. 

110 tattvam BORII, CASS. 

111 °ddhi B. 

112 kurydn nidram BORII, CASS instead of nidram kuryan. 
113 °lam BORII, CASS. 

114 °pna BORII, CASS. 

115 °tim B, BORI2, LU. 

116 °vim B, BORI2, LU. 

117 °rum B, BORI2, LU. 

118 Sikhi? BORII, CASS. 

119 °gdh BORII, CASS, °gam LU. 

120 pra° BORII. 

121 chattram padmam BORI2 instead of padmam chattram. 
122 “pa B. 

123 surdlayam BORII, CASS, surdlaya BORI2. 

124 dadhyau® BORI12, CASS. 

125. godvijadhvajah BORI2, CASS. 

126 °ha B, °ham BORI?2. 

127 °nam BORI2. 
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tailabhyaktah krsnavarno nagno n4 gartavdayasau | 
Suskakantakivrksa§ ca candalo dirghakandharah '** // 94 
prasddas talahinas ca naite svapne Subhavahah'? | 

Santim '°° kurvita duhsvapne japen mantram ananyadhih // 95 
abdatrikam japam tasya kurvato vighnasambhavah | 
vighnasamgham anddrtya yada'>' japaparo bhavet /|/ 96 
siddhau visvastacittah sams turiye 'bde sa siddhibhak / 
manahprasddah samtosah'** $ravanam dundubhidhvaneh // 97 
gitasya talaSabdasya'** gandharvanam samiksanam | 
svatejasah siiryasamyeksanam nidraksudhajayah '** // 98 
ramyatarogyagambhiryam abhavah'*> krodhalobhayoh / 
evamadini cihnani yada paSyati mantravit // 99 

siddhim mantrasya janiydd devatayah prasannatam / 


labdhajrianah krtarthah syat samsdrat pratimucyate '*© / 
Jnatvatmanam param brahma vedantath pratipaditam // 101 
tam vande paramatmanam ad sarvavyapinam i§varam / 

yo nadnddevataripo nrnam istam prayacchati // 102'** 
vilokya nandatantrani prarthito dvijasattamaih / 

svamater anusdrena krto'*° mantramahodadhih'™ // 103 
bananetramitas '*' tasmims'** tarangah santi nirmitah | 
tatranukramanim vaksye mantrinam'® sukhavrddhaye // 104 
bhitasuddhis tatha pradnapratistha nyasanam lipeh / 
puraS$caryaé homavidhis tarpanddy ddya iritam /|/ 105 


128 °darah BORII, CASS. 

129 “ha BORI2. 

130 °re BORI2. 

131 tada B, BORI2, LU. 

132 °sa B. 

133 tala° BORI]. 

134 °pah B. 

135 “va B. 

136 parimu’ BORII2, CASS. 

137 paramdnandam BORI1, CASS. 

138 BORI2 om. verse 102. 

139 °nakdrsam BORI12, CASS, LU instead of °na krto. 
140 °dhim BORI12, CASS, LU. 

141 bana° B; °tam LU. 

142 °mitas tatra BORI2 instead of °mitds tasmims. 
143 °trdndm BORI12, CASS. 
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dvitiyormau'“ ganesasya mantrah samyak samiritah | 
kalikalyabhidhananam '* sumukhyas'* ca trtiyake |/ 106 
tard turiye samprokta tarabhedas tu pancame | 

sasthe tarange gadita chinnamasta Savary api // 107 
svayamvara madhumati pramadaé ca pramodayé [ 

bandit bandhanahd@riti saptame vatayaksini // 108 

tasya bhedas ca'*' varahi jyestha karnapiSacini / 
svapneSvari ca matangi banest madanesSvari |/ 109 
astame vistarat prokta bala'*® balabhida api / 

navame tv annapiirnokta tadbheda mohandadrija'*? // 110 
jyesthalaksmir'°° annamantra'>! uktd pratyangirariha [ 
dasame bagaldavaktra'>* varahidvitayam tathdé // 111 
SrividyaikadaSe prokta dvadaSe tu tadavrtih / 

trayoda$se tu hanuma4n vistarat pratipaditah // 112 
caturdaSe ndrasimho gopdalo garudo ’pi ca / 

atha paficadase siiryo bhaumo jivah sito munih'!°} // 113 
sodagormau mahamrtyumjayo rudro dhaneSvarah / 
jahnavi manikarni ca'™ prokta<h>'°° saptadase ’rjunah // 114 
astadaSe kdlaratri§ candikaya navaksarah | 

ekonavimSe caranadyudhah Sdastrsamanvitah // 115 
parthivarcanakinaSacitraguptasurividhih / 

vimSe tarange yantrani svarnakarsanabhairavah // 116 
snandadir antaryaganta ekavimSe ’rcanavidhih ‘°° / 
dvavimse ’rghyam'>' samarabhya pijanam'** tadbhida api // 117 
trayovim$e tu damanath pavitrai$ ca samarcanam / 


144 °yormd B. 

145 kalikalibhidanadnad BORI12, CASS, kalikalibhidhanana LU. 
146 °khiti BORI12, CASS, LU instead of °khyds ca. 
147 °ddsya BORI2 instead of ° das ca. 

148 om. BORII. 

149 °nddita LU. 

150 °stha® BORI2. 

151 atra mantra B, annamantrd BORI2, LU. 

152 bagala prokta BORI2, LU. 

153 °ni B, BORIZ2. | 

154 °karniti BORI2, CASS instead of °karni ca. 

155 °ta B, BORI2, LU, °tah BORII, CASS. 

156 ‘rcane vidhih CASS. 

157 dvdvimSatim BORI2 instead of dvavimse 'rghyam. 
158 sa° B. 
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caturvimSe cakrabhedaih'°? mantranam parifodhanam |/ 118 
tarange carame proktam karmasatkam anukramah'® / 

evam mantrodadhév asmin paricavimSatir uirmayah |/ 119 
viSodhaniya'®! vidvadbhih ksantavyam sGhasam mama / 
capalam nijabalanadm ksamate janako yatha // 120 
ahicchattradvijachattram '®* vatsagotrasamudbhavah / 

sid ratnakaro nama vidvan'®? khyato dharatale // 121 
tattaniijo ramabhaktah phaniabhattabhidho'™ ’ bhavat | 
mahidharas tadutpannah samsdrasaratam vidan // 122 
nijadeSam parityajya gato vardnasim purim / 

sevamano'® naraharim tatra'® grantham imam vyadhat // 123 
kalyanabhidhaputrena tathanyair dvijasattamaih / 

anekan Ggamagranthan vilokya tu munisvaraih'® // 124 
ekagranthasthitam'® sarvamantranam'© saram icchubhih / 
samprarthitah svamatyasau cakre'"° mantramahodadhim"" // 125 
avicchinnanvayah santu nijadharmaparayandah | 

mangaldani prapasyantu sarve drohaparadnmukhdah // 126 
harith karotu kalyanam sarvesam jagadi$varah / 
pravartayatv'’* imam grantham yavad vedo ravih SaSi // 127 
narasimho mahadevo mahdadevartinaganah ‘73 / 

mude varo''* mahalaksmya devakaranato'' ’stu me // 128 


176 Zz 


nrsimha utsangasamudrajo*'> mam 


159 
160 
161 
162 
163 
164 
165 
166 
167 
168 
169 
170 
171 
172 
173 
174 
175 


176 


ca bhedena B, LU. 

° mat B, BORI2, LU. 

°yo BORI2. 

ahicchattradvijachattra B, BORI2, ahichatram dvijachatram BORI1, CASS, LU. 
vidvat BORI2. 

kanthabhatta’ BORI1, CASS. 

sevya’ BORI2. 

tantra B. 

° rah BORII, CASS. 

° granthe sthitam B, ° granthagatam BORI]1, CASS. 

sarvam ma° B, sarvatantrandm BORI2. 

nadmnd B, BORI2, LU. 

° dhih B, BORI2, LU, °dhi BORI]. 

°yantv B, BORI2. 

“varti’ B. 

paro B, BORI2. 

Suggested emendation (cf. Mahidhara’s explanation of the word as samiha, “a group”), 
devavaranato B, devacdranuto BORI1, CASS, devovaranato BORI2, devaviranato LU. 
° ja B. 
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samudrajadvipagrhe nisannah / 
samudrajohinamatih sadavyat 
samudrabhaktakhilasiddhidayi'" // 129'"8 (= MM 108) 
raja laksminrsimho jayati sukhakaram $rinrsimham bhaje 'ham'"” 
daityadhisa'*° mahanto ’hasata'*' nrharind Srinrsimhdya naumi | 
sevyo laksminrsimhad apara'®? iha na hi Srinrsimhasya padau 
seve laksminrsimhe vasatu mama manah Srinrsimhava bhaktam'*> // 
130'* 
visveso girija bindumadhavo manikarniké | 
bhairavo jahnavi dandapdnir me tanvatam Sivam // 131 
abde vikramato jate '*’ banavedanrpair'*® mite / 
Jyesthastamyam Sivasyagre puirno mantramahodadahih // 132 
iti $rimanmahidharaviracite'*’ mantramahodadhau'*® satkarmdadinirapa- 
nam nama pafcavimsas'*? tararngah // 25 // 


6.3 Translation 


1—2) I shall now explain the six rites, which grant success (if) the (correct) 
procedure (is followed). The following are called the ntes: appeasement, sub- 
jugation and immobilization, enmity, eradication and liquidation. “Appease- 
ment” is the destruction of diseases, etc. “Subjugation” is the state of one who 
executes a command. “Immobilization” is obstructing an activity. 

3) “Enmity” is dislike between two affectionate people. “Eradication” is de- 
privation of a place. “Liquidation” is the taking of life. These are the definitions 
of the six rites. !” 


177 °ya LU. 

178 Metre: Upendravajra. 

179 ‘yam B, BORI2, ye LU. 

180 °fo CASS. 

181 vasatu BORI2. 

182 apa BORI]1. 

183 °ta BORI2. 

184 Metre: Sragdhara. | 

185 vikramdbdat gate varse BORII, CASS instead of abde...jate. 
186 vedabdnanrpair LU. 

187 °dharakrte BORII, CASS. 

188 °dadhitantre B. 

189 °sati LU. 

190 For similar definitions, see the earlier text, ST 23.121-125. 
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4-5) One should practice the six rites after knowing the following (nine- 
teen items) precisely: the deity, the deity’s colour, the season, the direction, the 
day, the posture/seat, the arrangement, the symbolic shape, the gesture, the syl- 
lables, the rise of the elements, the fire sticks, the rosary, the fire, the material 
for writing, the fire pit, the small wooden ladle, the large ladle and the stylus. 

6) Rati, Vani, Rama, Jyestha, Durga and Kali are the deities (of the rites). 
They are white, red, yellow, variegated, dark and grey. 

7ab) At the beginning of the rite (the practitioner) should worship them with 
flowers of the (deity’s) respective colour in (the above-stated) sequence. 

7cd—9ab) The six seasons are spring, etc. Day and night come in sequence 
(as they are mentioned). The duration of each season is considered to be ten 
times twenty-four minutes (i.e., four hours). The wise man should connect win- 
ter, the (season) called spring, the cool season, summer, the rainy season (and) 
autumn with the six rites in sequence. 

9cd) The directions are, in sequence, north-east, north, east, south-west, 
north-west and south-east. 

10—1lab) He should perform the respective rites while repeating the mantra 
(and) facing the respective direction. And the second (lunar day), the seventh 
as well as the fifth (and) the third (lunar day) in the bright half (of the month) 
coinciding with a Wednesday or Thursday is approved of for the appeasement 
rite. 

11cd—12ab) Equally, the fourth, ninth, sixth, (or) thirteenth lunar day coin- 
ciding with a Thursday or Monday is recommended for the subjugation nite. 

12cd—13ab) And the eleventh, tenth, ninth and again the eighth (day) coin- 
ciding with a Saturday or Friday is prescribed for the enmity rite. 

13cd—14ab) The rite called eradication should be performed on the (follow- 
ing days) for attainment of success: the fourteenth or eighth in the dark (half of 
the month), when it coincides with a Saturday. 

14cd—15ab) When the fourteenth and eighth day occurring in the dark (half 
of the month), (and) when the new moon day (and) the (day) coming at the end 
of the (dark half, 1.e., the first day of the bright half) coincide with a Sunday, 
Saturday or Tuesday, (the time) is auspicious for immobilization and liquida- 
tion. 

15cd—16ab) In appeasement and other (rites), he should maintain in 
sequence the most excellent postures: the lotus, the svastika, the vikata, the 
cock, the diamond and the bhadra. 

16cd—17ab) Having sat on the hide of a cow, a rhinoceros, an elephant, a 
jackal, or a sheep or a buffalo, he should perform the repetition (of the mantra) 
in the rites of appeasement, etc. 
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17cd) Having explained the seats in this way, the arrangement is now being 
explained. 

18) The following are considered the six arrangements in the nites: 
granthana,'' the (arrangement) called vidarbha, samputa, as well as rod- 
hana, yoga and pallava. 

19—20ab) And now the definition of each of these six is stated: There would 
be one syllable of the mantra, then a syllable of the (victim’s) name; again a 
syllable of the mantra and a syllable of the name. In this way, granthana is de- 
scribed. 

20cd—2 lab) In the beginning, there are two syllables of the mantra, then one 
syllable of the name; in this way (it is done) again and again. (Thus) vidarbha 
is explained by the most excellent knowers of mantras. 

21cd—22ab) Having first uttered the mantra, he should then recite the com- 
plete name (and) at the end the mantra in inverted order. This is called samputa. 

22cd) The mantra (inserted) in the beginning, middle and end of the name, 
however, is rodhana. 

23ab) The mantra (inserted) at the end of the name, on the other hand, is 
yoga. The name (appearing) at the end of the mantra is pallava. 

23cd—24ab) The symbolic shape of water is said to resemble a half moon, 
marked with a lotus on either side; it is recommended in the appeasement rite. 

24cd) The symbolic shape of fire, however, for subjugation is a triangle en- 
dowed with (a) svastika(s). 

25—26ab) A square connected to (a) thunderbolt(s), however, is the sym- 
bolic shape of earth for immobilization. A circle is the (symbolic shape) of ether 
for enmity. A (circle) marked with six dots, on the other hand, is the symbolic 
shape of wind for eradication; the fire shape (described before is the symbolic 
shape) for liquidation. 

26cd—27ab) The lotus, the noose, the mace, the pestle, the thunderbolt and 
the sword would be the six hand gestures in the six rites. Now the (gestures) for 
the fire ritual are being told. 

27cd) ““The female deer,” “the goose’’ (and) “the sow” are the three hand 
gestures approved of in the fire ritual. 

28) When the middle finger, ring finger and thumb are joined, the gesture 
is considered “the female deer.” When all except the little finger are joined (the 
gesture) is considered “the goose.” 

29) When the hand is contracted it is “the sow.” The definitions of gestures 


191 The (more correct) form grathana appears in other texts. I have not attempted to emend the 
text, since all manuscripts retain the form granthana. 
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have been stated. For appeasement and subjugation, “the female deer” and “the 
goose” (are employed); for immobilization and the others, “the sow.” 

30) Practitioners of mantras state that, in the six rites, the seed syllables of 
a yantra consist of the syllables of the moon, water, earth, ether, wind and fire. 

31) The (sixteen) vowels (and) sa and tha are the syllables of the moon. The 
syllables of the (five) elements were (previously) '?* mentioned. These (sylla- 
bles) without the syllables of the moon, should be used in rites such as subju- 
gation. 

32ab) Some specify sa, va, la, ha, ya, (and) ra as the syllables of the moon, 
etc. (= water, earth, ether, wind, fire). 

32cd—33ab) In rites such as appeasement, the most excellent knowers of 
mantras should know the following six as “classes”!?? in sequence: namah, 
svaha, vasat, vausat, hum and phat. 

33cd—34ab) When the breath moves below both nostrils, then the rise of 
the water (element) should be known, which grants success in the appeasement 
rite, !74 

34cd) When the movement of the breath resorts to the ridge of the nose, it 
is the rise of earth, (the element suitable) for immobilization. 

35—36ab) When it moves in the middle of the nost. ‘Is, it is the rise of ether, 
which is auspicious for enmity. When the breath move: *bove the nostrils, it 
would be the rise of fire, (and) then there is success intwo. ~° liquidation and 
subjugation. 

36cd) When the breath moves sideways, the rise of wind should be recog- 
nized (as suitable) for eradication. 

37) Durva (used as) fire sticks, smeared with clarified butter of a cow, (is 
used) for appeasement. Pomegranate shoots smeared with clarified butter of a 
goat (are offered) in a fire ritual for subjugation. 

38) Fire sticks from the raja tree smeared with clarified butter from a sheep 


192 See MM 24.80f. 

193 These are the closing words of mantras. Svahd, vasat and vausat have long been employed 
as exclamations when making offerings in the fire in a ritual. Namah means “salutation” 
and is used for paying respect to a deity or person. Phat imitates the sound of bursting or 
breaking. These six closing words also appear in nydsa rites. 

194 An interesting topic briefly touched upon in verses 33cd—36 1s that of the rise of the ele- 
ments, which is observed from the part of the nose where the breath touches. It was observed 
that the breath does not pass equally through both nostrils at all times, but touches certain 
parts of the nostrils in intervals of time. Certain ntes or actions can only be performed suc- 
cessfully when a certain element is predominant. This branch of knowledge is also known as 
“the rise of the breath” (svarodaya) and is addressed in independent treatises. It is a method 
often used for making predictions. 
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(are used) for immobilization. Fire sticks from the thorn apple (tree) smeared 
with atasi oil (are used) for enmity. 

39) (Fire sticks) from the mango (tree) smeared with mustard oil are ap- 
proved of in the eradication rite. (Fire sticks) from the khadira (tree) smeared 
with mustard oil are recommended for liquidation. 

40—41ab) The (following) rosaries should be known in sequence in nites be- 
ginning with appeasement: those made from conch shells, lotus seeds, of the 
fruits of the nimba and arista (trees), the teeth of the deceased, the teeth of a 
horse, (and) the teeth of a donkey. 

41cd—42ab) The wise man should rotate the rosary held on the middle fin- 
ger with the thumb in appeasement-, subjugation- and acquisition-(related rites 
and) in the (mantra) repetition aiming at worldly enjoyment and liberation. 

42cd—43) (The wise man) should repeat (the mantra rotating the rosary) by 
joining the ring finger and thumb in the rite of immobilization. However, the 
wise man should repeat (the mantra) by joining the index finger and thumb for 
enmity and eradication, (and) by joining the little finger and thumb for liquida- 
tion. 

44) The number of beads in an auspicious rite would be 108, half of it (i.e., 
fifty-four) or half of that (half, i.e., twenty-seven). In destructive magic, the 
number (of beads) is fifteen. 

45) Appeasement (and) subjugation (are performed) in the ordinary fire; 
immobilization in a fire lit by vata (sticks), (and) enmity (in a fire) lit by 
bibhitaka (sticks); the remaining two (rites, eradication and liquidation, are 
performed in a fire) located in the cremation grounds. 

46—47ab) In an auspicious rite, the knower of the mantra should light the 
fire for the fire ritual with fire sticks from the bilva, the arka, the pald$a, or the 
ksira trees; in an inauspicious (rite, with sticks) from the visa and the bibhitaka, 
the nimba, the thorn apple and the Slesmataka. 

47cd—49ab) In the rite of appeasement, he should worship the tongue of the 
fire!° called Suprabha; in the subjugation rite, (the tongue) called Rakta; for 
immobilization, the one called Kanaka; for enmity, the tongue Gagana; and for 
eradication, Atiraktika. For liquidation, on the other hand, he should worship 
Krsna. However, (he may worship) Bahuriipa in any case. 

49cd) In rites such as appeasement, he should also know the special number 
(of Brahmins) to be fed. 


195 The different flames of the fire are called “tongues,” because they consume the offerings. 
An almost identical list of the names of the tongues appears in the earlier text, ST 5.23. 
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50) For appeasement (and) subjugation, he should feed Brahmins (number- 
ing) a tenth part of the (number of offerings in the) fire ntual. That would be the 
best rite; the medium one, on the other hand, is (performed) with (the feeding 
of Brahmins numbering) a twenty-fifth part (of the fire offerings). 

51-—52ab) The feeding of Brahmins, on the other hand, (numbering) a hun- 
dredth part of the fire ritual is indeed the lowest (rite). For immobilization, the 
feeding of Brahmins is held to be double (i.e., one fifth) the proportion (of of- 
ferings given) for appeasement; for enmity (and) eradication, three times (the 
number of offerings in the fire ritual, and) for liquidation, (the prescribed num- 
ber) equals the (number of offerings in the) fire ritual. 

52cd—53ab) Brahmins, born into a very pure family, who know the Vedas 
and (their) supplements and are pure (and) devoted to virtuous conduct should 
be fed with pleasing foods. 

53cd) One should consider them deities (and) should worship them. They 
should be bowed to repeatedly. 

54) They should be gratified with sweet words (and) by offerings of gold, 
etc. (The practitioner) obtains his wish before long, when he has received their 
blessings. 

55ab) The sin that accrues from destructive magical rites vanishes by the 
(auspicious) utterances of Brahmins. 

55cd—56ab) Sandalwood paste, yellow pigment, turmeric, domestic smoke 
(soot), charcoal from the funeral pyre (and) the eight poisonous substances (are 
employed) in drawing yantras for appeasement, etc. 

56cd—57) He may certainly also take those previously '© described writing 
materials. The eight poisonous substances are black pepper, pippali, dry ginger, 
excrement of vultures, citraka (wood), domestic smoke, sap of the thorn apple 
(tree) and salt. 

58-59) For appeasement (and) subjugation, the most excellent knower of 
mantras should draw the yantra on birchbark; for immobilization, on tiger skin; 
for enmity, on donkey skin; for eradication, on a banner cloth; (and) for liq- 
uidation, on human bone. Whatever receptacles were mentioned in the yantra 
chapter, '?” they are also approved of. 

60-61 ab) In the rites beginning with appeasement, the fire pit has (the form) 
of a circle, a lotus, a square, a triangle, a hexagon, or a half moon, in the direc- 
tions west, north, east, south-west, north-west and south, in sequence. 

61cd-62ab) In (rites of) appeasement and subjugation, the small wooden 


196 See MM 20.22ff. 
197 See MM 20.12f. 
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sacrifical ladle and the large ladle are golden (and) made from the fig-tree. In 
rites such as immobilization, both are indeed held to be of iron. 

62cd—63) The stylus is made of gold, made of silver, (or) made from the jd- 
ti (twig) for appeasement; for subjugation, (it) is made from darvd sprouts; for 
immobilization, from the agastya tree, or it could be made from the rdja tree; 
for enmity, however, from the karanja (tree). 

64) For an auspicious rite, the wise man should make the stylus on a pleas- 
ant day; for eradication, from bibhitaka; for liquidation, however, from human 
bone. 

65ab) For an inauspicious (rite), on the other hand, (the wise man should 
make) it on the riktd days, '”® on Tuesday, or on visti (karana).'!% 

65cd) Now food, material for pouring libations and the vessel for the (liba- 
tions) are being described. 

66-67) For appeasement (and) subjugation, food fit for sacrifice (is rec- 
ommended); for immobilization, rice pudding; for enmity, masa and mudga 
(beans); for eradication from a place, wheat; for liquidation, rice with red 
lentils, as well as fyama(ka) (grain), (and) pudding from goat milk. (Thus) the 
foods of the practitioners of mantras who perform the rites have been stated. 

68) For appeasement (and) subjugation, water mixed with turmeric is pre- 
scribed for pouring of libations, (and) slightly warm (water) with black pepper, 
etc., for immobilization as well as liquidation. 

69ab) Water mixed with blood of a sheep is recommended for enmity and 
eradication. 

69cd—70) A golden vessel should be (used) for pouring libations in the ap- 
peasement and subjugation rites; for immobilization, a clay vessel; for enmity, 
one made of khadira (wood); for eradication, one of iron. For liquidation, how- 
ever, a fowl’s egg (should be used). 

71) For appeasement (and) subjugation, he should pour libations while 
seated on a soft seat; for immobilization, while resting on both knees; for 
enmity, etc., while standing on one foot. 

72ab) Thus the procedure for the six rites has been stated for the satisfaction 
of the knowers of mantras. 

72cd—73ab) After having properly performed the types of nydsa and having 
performed the self-protection, the desire-oriented rites should be performed; 
otherwise, there would be defeat. 

73cd—/4ab) The mantra can become the enemy of the practitioner who has 


198 These are the fourth, ninth and fourteenth day of the lunar month. 
199 This is one of eleven divisions of the day. 
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performed either auspicious or inauspicious desire-oriented rites; therefore, he 
should not become attached to them. 

74cd—75ab) The desire-oriented rites described by previous teachers were 
explained (here) for the satisfaction of those whose minds are attached to 
(sense) objects; but they are not conducive to welfare. 

75cd—76ab) Those who are attached to desire-oriented rites can only (ob- 
tain) limited results. Those who worship god without desire attain all accom- 
plishments/(supernatural) powers. 

76cd—76ef) (The practitioner) should avoid attachment to whatever perfor- 
mances were stated (prior to the discussion of the six rites as appropriate) for 
each mantra for attaining happiness and should worship the deity without de- 
sire. 
77) In the Veda, three sections have been given: ritual, worship and knowl- 
edge. The means are described in two of these sections; in the third, the goal 1s 
stated. 

78) Therefore (the practitioner) should perform what is stated in the Veda 
and worship the deities, by means of which a pure-minded man obtains the 
highest knowledge. 

79) The individual soul, consisting of consciousness which has entered the 
body, is the complete brahman itself. Knowing this, he is liberated. 

80) And having obtained a human body, he should worship the deities. He 
who is not liberated from existence is a great sinner. 

81) Therefore the most excellent of men should strive to obtain knowledge 
of the self by rites, worship of deities, (and) by eliminating the group of enemies 
such as desire. 

82—83ab) (The practitioner) who wishes to perform the worship of a de- 
ity should first consider the future. Having taken a bath, performed the twilight 
(ritual), etc., (and) having recollected the lotus-like foot of Hari, he should lie 
down on a bed of kusa (grass and) pray to the bull-bannered (Siva). 

83cd—84) “Lord, lord of the god of gods, bearer of the trident, who ndes a 
bull! Announce, O eternal one, the good and bad, while I am asleep. Salutation 
to the unborn, three-eyed, brownish, great-souled one. 

85) Salutation to the handsome, omnipresent lord of dreams. Tell me the 
truth in the dream regarding all matters completely. 

86) O great lord, by your grace I will accomplish success in the ritual.” Hav- 
ing prayed to Siva with these mantras, he should sleep calmly. 

87) In the morning he should tell the preceptor the dream he had at night. 
The knower of the mantra should himself reflect on the (significance of) the 
dream, without the (preceptor, if unavailable). 
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88-93) The vision of the following in the dream is auspicious: a (Siva) 
linga; the discs of the moon and the sun; Sarasvati; the Ganges; the preceptor; 
crossing the Ocean of Blood; victory in battle; worship of Agni; riding a 
chariot (yoked with) peacocks, geese and ruddy geese; sexual intercourse; 
riding a crane and acquisition of land; a river; a palace; a chariot; a lotus; a 
parasol; a girl; a tree with fruits; an elephant; a lamp; a yak; a flower; a bull 
and a horse; a mountain; a jar with liquor; heavenly bodies; stars; a woman; 
sunrise; heavenly nymphs; ascending palaces, or mountains and chariots; 
going through the sky; consuming liquor and meat; applying faeces (to the 
body); sprinkling with blood; eating rice with curd; coronation as a king; a 
cow, a bull and banners; a lion; a throne; a conch; a musical instrument; yellow 
pigment; curd; a sandalwood (tree), or a mirror. 

94—95ab) The following are not auspicious in a dream: (the sight of) a man 
anointed with oil; a dark-coloured one; a naked one; a pit, a crow and a dry 
thorny tree; an outcaste; a man with a long neck and a palace without a roof. 

95cd—97ab) In the case of a bad dream, he should perform an appeasement. 
He should repeat the mantra with concentration. For three years, obstacles may 
arise for him who performs (mantra) repetition. Should he be devoted to the 
(mantra) repetition regardless of the host of obstacles, having faith in success, 
he attains success in the fourth year. 

97cd—100ab) Tranquility of mind; contentment; hearing the sound of a 
drum, of a song, the sound of beating time; the vision of heavenly musicians; 
seeing his lustre as equal to that of the sun; conquest of sleep and hunger; 
beauty; health; composure; the absence of anger and greed — if the knower of 
the mantra notices these and other signs, he should recognize the perfection of 
the mantra (and) the deity’s grace. 

100cd—101) Then he should make additional effort in (mantra) repetition 
for attaining knowledge. One who has attained knowledge will have his pur- 
pose accomplished. He is liberated from existence, knowing that the self 1s the 
highest brahman, as explained by the Vedanta (texts). 

102) I worship that brahman, the all-pervading lord, who in the form of 
various deities grants man (fulfilment of his) desire. 

103) “The Great Ocean of Mantras” (Mantramahodadhi) was composed af- 
ter reviewing various Tantras (and) following my own understanding, upon the 
request of most excellent Brahmins. 

104) In it “waves” (= chapters) are created (= written) numbering twenty- 
five. I shall enumerate (here) the table of contents in it to increase the happiness 
of practitioners of mantras. 

105) The purification of the elements as well as the establishing of the life 
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breaths (into oneself), the nydsa of the alphabet, the preliminary ritual, the pro- 
cedure of the fire ritual, the pouring of libations, etc. are described in the first 
(“wave’’). 

106) In the second “wave” the mantras of Gane§Sa are properly stated; in the 
third, (the mantras) of Kali (and) of the deities having the same name as Kali 
and Sumukhti. 

107-109) Tara is described in the fourth (“wave”), the forms of Tara, 
however, in the fifth. In the sixth “wave” Chinnamasta and Savari are de- 
scribed (with) Svayamvara, Madhumati, and Pramada, along with Pramoda, 
Bandi (and) the (mantra)? which removes bondage. In the seventh (“wave”) 
Vatayaksini and her forms, Varahi, Jyestha, Karmapisacini, SvapneSsvari, 
Matangi, Banesi (and) Madanesvari (KameSvari) (are described). 

110—11lab) In the eighth (“wave”) Bala and the forms of Bala are de- 
scribed in detail. In the ninth, however, Annapurna is described (with) her 
forms, Mohanadrija,*°' Jyesthalaksmi (and) the food mantra; Pratyangira is 
described (and her mantra) ?°? which slays enemies. 

111cd) In the tenth (“wave”) Bagalavaktra (Bagalamukhi) as well as the 
two (forms of) Varaht (are described). 

112) In the eleventh (‘‘wave”) Srividya is described and in the twelfth 
(‘wave’), her retinue. In the thirteenth, however, Hanumat is expounded in 
detail. 

113) In the fourteenth (“wave”) Narasimha, Gopala and also Garuda 
(are described). Then in the fifteenth (“wave”) Surya, Bhauma (Mars), Jiva 
(Jupiter), Sita (Venus) (and) Muni (Vedavy4sa) (are described). 

114) In the sixteenth “wave” Mahamrtyumjayarudra, Rudra (Mahe§a), 
DhaneSsvara, Jahnavi (Ganga) and Manikarni are described; in the seventeenth, 
(Kartavirya-) Arjuna. 

115—116ab) In the eighteenth (“wave’’) K4alaratri (is described as well as) 
the nine-syllabled (mantra) of Candika; in the nineteenth (“wave”) Carana- 
yudha (Kukkuta) along with (Maha-) Sastr, the worship of (Siva’s) clay 
(lingas), Yama, Citragupta and the procedure for Asuri (are outlined). 

116cd) In the twentieth “wave” the yantras (and) Svarnakarsanabhairava 
(are described). 

117) In the twenty-first (“wave’’) the procedure of worship beginning with 
the bath and ending with the internal sacrifice (antarydga) (are described); in 


200 This refers to the eighteen-syllabled mantra described in MM 6.96. 
201 She is identified with Mohanagauri, whom I have listed as 51 Trailokyamohint Gauri. 
202 This refers to her sixteen-syllabled mantra stated in MM 9.110cd—112ab. 
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the twenty-second, the worship beginning with the arghya (offering) and its 
types. 

118) In the twenty-third (“wave”), however, the worship with damana 
(flowers) and (threads called) pavitras (is described); in the twenty-fourth 
(“wave’’), the purification of mantras with the help of different diagrams. 

119) In the last “wave” the six rites are described (as well as) the table of 
contents. In this way there are twenty-five “waves” in this “Ocean of Mantras.” 

120) They should be corrected by knowledgeable people. My bold attempt 
should be pardoned just as a father pardons the boldness of his children. 

121) There was a scholar named Ratnakara, born in the vatsagotra, who 
was the patron of the Brahmins of Ahicchattra (and) who was famous on the 
surface of the earth. 

122—123ab) His son was Ramabhakta (or: a devotee of Rama) called 
Phanubhatta. Mahidhara was bom from him. Realizing that worldly existence 
is without essence, he went to the city of Varanasi, abandoning his own 
country. 

123cd) Worshipping Narahari there, he composed this book. 

124—125) Requested by (his) son named Kalyana as well as by other most 
excellent Brahmins, by the best sages who desired to have the essence of 
all mantras located in one book, he composed “the Great Ocean of Mantras” 
(Mantramahodadhi) following his own intellect after reviewing several Agama 
books. 

126) May all have uninterrupted lineages, be devoted to their own duties 
(dharma), may they witness auspicious (events and) shun malice. 

127) May Hari, the lord of the world, bestow welfare on everyone. May he 
promote this book as long as the Veda, the sun (and) the moon last. 

128) May Narasimha, the great god, be (disposed) to my joy, who removes 
the suffering of the great gods, Mahalaksmi’s husband, who is bowed to by the 
group of gods. 

129) May Nrsimha always protect me, who has the daughter of the ocean 
(Laksmi) on his lap, who is seated in (his) house on (Sveta)dvipa (the [White] 
Island) produced from the (Milk) Ocean, whose mind is joyful and free from 
passion (and) who grants all success to (his) devotees (who know) the hand ges- 
tures (mudra). | 

130) King Laksminrsimha ts victorious. I worship the noble Nrsimha, who 
grants pleasure. The great demon lords were slain by Nrhari. I bow to the no- 
ble Nrsimha. No one except Laksminrsimha should be served in this world. I 
worship the lotus feet of the noble Nrsimha. May my mind dwell upon Laksmi- 
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nrsimha. O noble Nrsimha, protect (your) devotee. 7° 

131) May these? procure my welfare: Vi§veéa (Siva), Girija (Parvati), 
Bindumadhava, Manikarnika, Bhairava, Ganga (and) Dandapani. 

132) “The Great Ocean of Mantras” (Mantramahodadhi) was completed in 
front of Siva (Rameévara) on the eighth day?” of Jyestha in the year derived 
from (king) Vikrama measuring 1645. 

132+) (Here ends) the twenty-fifth “wave” named “the description of the 
Six rites, etc.” in “the Great Ocean of Mantras” composed by the noble Mahi- 
dhara. 


203 This verse eulogizes the Man-lion using his name in the seven grammatical cases. 

204 This verse praises the deities of Varanasi. Dandapani is here a name of Siva. 

205 I assume that the author meant the eighth day of the bright half of the month. The date equals 
May 23, 1588 CE. 
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balarkdyutatejasam tribhuvanapraksobhakam sundaram 
bibhratam meghacapala° 

bhajet kalpavrksGdha uddiptaratna® 
bhdsvanmandalamadhyagam nijaSira§ chinnam vikirndlakam 
manujavadhyavimanavarasthitam 

madnikyadbharandnvitam smitamukhim nilotpalabhambaram 
matulingapayojanma° 

musalestakara tv adya 

mrgabdlam varam vidyam 

meghasyamarucim manoharakucam netratrayodbhasitam 
raktambaram candrakalavatamsam 

raktambaram raktasimha® 
raktambhoruhakarnikoparigate SGvdsane samsthitam 
ratnastapadavastrarasim amalam daksat kirantam karad 
varapiyusakalaga° 

vardbhaye padmayugam dadhadndm 

varabhaye paSaSakti 
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vidyadkadmai§ cintaniyah 

vidyaksam4éldsukapélamudra° 

vidyudrocir hastapadmair dadhana 
viprahatyaSiroyuktam 
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vrndaranyagakalpapddapatale sadratnapithe 'mbuje 
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vyakhydmudrikaya lasatkaratalam sadyogapithasthitam 
Sambhum jaganmohanaripapirnam 
$ankhacakragadadpadma*® 

Sankhacakrabjaparasu° 

Sayyagatam rtusnatam 

Saraccandrakantir varabhitisalam 

Saran dhanuh pasasrni svahastair 

§avasanam sarpavibhisanadhyam 

Sastaram mrgayasrantam 

Suklambaram Sasankabham 

S$ilam ndgam ca damarum 

Sonambhoruhasamsthitam trinayanam vedatrayivigraham 
§maSdne samsthitam dhydyej 

§riman nrkesaritano jagadekabandho 

§vetambaram Saradacandrakantim 
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§vetambhojanisannam dpanatate §vetambardlepanam 15.98 (79) 
satkonaparSvayoh piijyam 10.82cd (60) 
samhdrdastram vajrapdSau 5.81 (23) 
satoyapathodasamanakdantim 6.89 (29) 
sadyaS$chinnaSirah krpdnam abhayam hastair varam bibhratim 3.9 (15) 
sarojanmana bhisanadnam bharenoj° 2.114 (13) 
sarvalamkrtidiptakanthacarano hemabhadehadyutih 19.8 (92) 
sahasracandrapratimo daydalur 14.45 (68) 
sddhyam svapaSena vibadhya gadham 19.57 (94) 
simhdridhatikrsnam tribhuvanabhayakrd riipam ugram 

vahanti 9.107 (56) 
sicyamanam yuvatibhih 17.50 (87) 
surarnavantaripastharatnamandiramadhyage 8.118b—d (49) 
suvarnaprabham ratnabhisadbhiramam 7.21 (31) 
srnipaSadhardm devim 8.46 (44) 
sauvarnadsanasamsthitam trinayanam pitamSukollasinim 10.5 (37) 
smarec campakakantare 7.20cd (31) 
harim paficavarsam vraje dhavamanam 14.100 (72) 
hastabhyam bibhratam kharva® 9.83 (54) 
hastambhojayugasthakumbhayugaldd uddhrtya toyam Sirah 16.19 (81) 
hemddrisdndv udyadne 6.43 (25) 
homakale kuberam tu 9.8lcd (54) 

General Index 
A Alaka 25 
Glidha 25, 74, 94, 102, 110, 123, 125, 

abhicara 5, 22, 29, 147, 237 126, 147 

see also six rites ama kala 48 
Abhidhanottara 34 AmaresSvaramahatmya 92 
Adbhutaviveka 7 Amba 68, 85, 178 
Adilaksmi 143, 218 Amitabha 36, 98 
Advaitananda Yati 11 Amoghasiddhi 36 
Agamas 1, 262 AmSsubhedagama 29, 58 
Aghora 178 Ananta 11, 169 
Agni 9, 63, 79-80, 215, 260 Annapiima 9, 25, 38, 39, 44, 66, 
Agni-Purana 58, 113, 166, 177 140-141, 143, 144, 218, 261 
Ahicchattra 5, 6, 262 Annapima Bhairavi 141 


Ahirbudhnya-Samhita 59, 106 
dkarsana 23 

see also attraction 
Aksobhya 36, 44, 98, 99 
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Aparajitaprcecha 49 
appeasement 23, 54, 55, 100, 104, 237, 
252, 253, 254, 256, 257, 258 

see also Santi 


General Index 


Ardhanarisvara 10, 29, 30, 69, 70, 
197-199, 203-204 

Arjuna 68, 106, 169, 220 

Arya 193 

Asuri 201, 261 

Asuri Durga 10, 29, 70, 201-202, 221 

ASvarudha 194 

Atharvavedapanisistas 13 

attraction 23 

avatdra 25, 30, 44, 45, 48, 67, 160, 162, 
163, 164, 183, 209, 217, 222 
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Bagala 39, 44, 45 
Bagalamukhi 9, 29, 30, 38, 40-41, 43, 
45, 67, 148-150, 218, 222, 261 
Bagalavaktra 261 
Bala 9, 29, 38, 39, 45, 48, 66, 131-139, 
174, 175, 218, 261 
Bala Sarasvati 59 
Bala Sundari 132 
Balabhadra 44, 45 
Balatantra 8 
Bali 50 
Bandi 9, 30, 65, 117-118, 217, 261 
Banesi 9, 29, 65, 129-130, 217, 261 
Bhadrakali 25 
Bhagavata-Purana 15, 24, 165, 169, 170, 
184, 220 
Bhagavata-Tantra 14, 15, 57 
Bhagirathi 48, 68, 180-181, 220 
see also Ganga 
Bhairava 44, 90, 110, 185, 202—203, 263 
see also Svarakarsanabhairava, 
Ucchistabhairava 
Bhairavi 39, 43, 44, 45, 142 
see also Annaptma Bhairavi, 
Tripurabhairavi 
Bhaskararaya (Makhindra) 1, 3, 5, 50, 
74, 155, 187, 188, 191 
Bhauma 172, 261 
Bhisani 117 
Bhogatilola~-Ganapati 33, 81, 85 


Digitized by ‘ee gle 


269 


BhmgiSasamhita 92 

Bhii(devi) 25, 141, 144, 145, 158, 219 

Bhimi/Bhimi 9, 25, 34, 57, 66, 67, 90, 
140, 141, 143-144, 218 

Bhuvanasundari 44 

Bhuvanesvari 39, 40, 41, 42, 43, 44, 45, 
202, 222 

Bindumdadhava 263 

blood 108, 111, 112 

Bodhendra 3 

bone ornaments 98 

Brahma 44, 47, 52, 54, 77, 89, 104, 132, 
149, 155, 157, 161, 180, 186, 
187, 188, 208 

Brahmacarini 185 

Brahmanda-Purana 184 

Brahmayamala 34, 128 

Brhaspati 173 

Brhatsamhita 53, 200 

Buddha 37, 44, 45, 98, 222 

Buddhi 85 


C 


Cakraprastavini 74 
Camunda 
see Raktacamunda 
Canda 154 
Candaghanta 185 
Candali 96 
Candalini 96 
see also Ucchistacandalini 
Candika 10, 187, 261 
Candoccanda 67, 153, 218 
Candrasekhara 48 
Candri 117 
Caranavyuha 8 
Caranayudha 192, 261 
Caturvargacintamani 60, 211 
Chinnamasta 9, 30, 37, 38, 39, 40, 41, 
42, 43, 44, 45, 55, 65, 107-112, 
216, 222, 261 
Chinnamunda 37 
Chinnamunda Vajrayogini 38 
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cindcdra 98 

Citragupta 10, 70, 200, 221 

Citrasiitra 25 

Citrini 59 

corpse 24, 94, 98, 102, 103, 124, 125 

cremation grounds 24, 95, 98, 108, 111, 
124 


Dakarnava 34 

Dakini 30, 38, 40, 65, 108, 109 

Daksinakali 64, 93, 215 

Daksinamirti 44, 69, 195-196 

Daksinamirti-Samhita 4, 74, 141, 152, 
154 

Dandapani 263 

Dandini 121, 154 

Devatadhyanasamgraha 29 

Devatamirtiprakarana (DMP) 58, 82 

Devaténamakusumamanjari 175, 220 

Devibhagavata-Purana 72, 74, 141, 156 

Devimahatmya 93, 187, 188, 189, 190 

Dhanada 68, 145, 179-180, 220 

DhaneSvara 261 

Dhanvantari 177 

Dharma 51 

Dharmaraja 199 

Dhiméavati 3, 9, 29, 30, 38, 39, 40, 41, 
43, 44, 45, 55, 65, 121-123, 143 

dhyana 5, 8, 11, 13, 14, 17, 18, 21, 
24-29, 53, 55, 57, 81, 82, 84, 
160, 192, 193, 211, 212 

Dhyanamala 28 

Dhyanaratnavali 29 

Dhyanasamgraha 28 

Dhyanasamuccaya 28 

Dhyanasloka 26 

DhyanaSlokah 29 

dikpala 22 

directional guardian 22 

dissension 29, 199 

see also enmity 
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Durga 2, 3, 6, 39, 44, 45, 85, 101, 112, 
113, 155, 185, 189, 190, 
201-202, 221 

see also Asuri Durga, Jayadurga, 
Mahadurga, Mahisamardini, 
Mahisasuramardani, 
Siryamandalastha-Durga, 
Vanadurga 
DurgasaptaSati 13, 187 
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Ekayjata 30, 37, 64, 96-101, 108, 216 
Ekaksara-Ganapati 33 
Ekaksarakosa 7 
enmity 23, 29, 237, 253, 254, 255, 256, 
257, 258 
see also dissension, vidvesana 
eradication 23, 29, 30, 40, 54, 55, 100, 
104, 105, 110, 122, 199, 237, 
252, 253, 254, 255, 256, 257, 258 
see also uccdatana 
Evil Man 71-72 


e 
fish 23, 98 
flesh 33 

G 
Gajalaksmi 41 


Ganapati 31-34, 81, 204 
see also Bhogatilola-Ganapati, 
Ekaksara-Ganapati, GaneSa, 
Heramba, Mahaganapati, 
Saktiganapati, Viriganapati 
GaneSa 2, 6, 9, 10, 13, 31-34, 48, 63, 69, 
70, 73, 80-93, 194, 195, 
206-207, 215, 261 
see also Ganapati, HaridraganeSa, 
LaksmiganeSa, 
PrasannaganeSa, RatriganeSa, 
Saktiganesa, 
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Trailokyamohana(kara)ganeSa, 
UcchistaganeSa, VallabheSa 
Ganga 10, 48, 68, 178, 179, 180-181, 
182, 220, 261, 263 
see also Bhagirathi, Jahnavi 
Gangadhara Mahadakara 11 
Garuda 9, 67, 68, 158, 161, 165, 166, 
169-170, 219, 261 
see also Paksiraja 
Gauri 51, 69, 85, 89, 90, 142, 190, 191, 
192, 198 
see also Mahagauri, Mohanagauri, 
Trailokyamohini Gauri 
Gir 9, 48, 54, 63, 75-78, 79, 104, 132, 
135, 215 
Ginja 263 
Girvanendra Sarasvati 3, 4, 52, 57 
Girvanendra Yati 3, 4 
Gopala 9, 25, 66, 67, 141, 144, 157-158, 
164, 219, 261 
see also Samtanagopala, 
Venugopala 
Gopala-Sundari 158 
Gopalabhatta 51, 53 
Goudriaan 2, 3, 4, 148, 187, 219 
Govinda 9, 67, 164 
Guha 69, 194, 195 
Guhyasamajatantra 23 
Guhyatiguhyatantra 44, 45 
Guru 9, 68, 172-173, 174, 220 


H 
Hamsi 117 
Hanumat 9, 30, 67, 89, 158-159, 219, 
261 


Hara 69, 193, 197 
see also Siva 
Hari 9, 25, 51, 66, 67, 68, 69, 70, 92, 
141, 144, 157-158, 165, 
167-168, 183, 186, 193, 197, 
204, 205, 219, 259, 262 
see also Laksmihari, 
Rukminivallabhahari, 
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Trailokyamohanahani, Visnu 
Haribhaktivilasa 51, 52, 53 
HaridraganeSa 29, 34, 64, 91-93, 215 
Harihara 30, 69, 196-197, 199 
Hariharaputra 193 
Harigamkara 197 
Hayagriva 175 
HayaSirsa-Paficaratra 58 
Hemadri 60, 211 
Heramba 33, 81, 83 
Herukabhidhana 34 


I 


immobilization 5, 23, 29, 34, 41, 54, 91, 

100, 110, 148, 149, 252, 255, 256 
see also stambhana 

Indra 50, 116, 149 

intercourse 23, 38, 83, 85, 94, 98, 110, 
111, 119, 237, 252, 254, 255, 256, 
257, 258 

I§ana 178 

Isanasivagurudevamisra 2, 3 

Isanasivagurudevapaddhati (ISP) 2, 3, 
57, 74, 83, 89 

I$avasyopanisadbhasya 7 

ISvara 13, 155, 178 


Jahnavi 261 
see also Ganga 
Jain 38, 58, 146 
Janaranyika 117 
Jaya 109 
Jayadrathayamala 34, 149 
Jayadurga 39 
Jayaramabhatta 11 
Jiva 261 
Jupiter 31, 173, 220, 261 
see also Guru, Jiva 
Jyestha 9, 65, 122, 143, 217, 261 
Jyesthalaksmi/Jyesthalaksmi 9, 59, 66, 
122, 142-143, 218, 261 
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Jyesthamatangi 96 
K 


Kabandha-Siva 44 

Kairati 113 

Kaladaksa 117 

Kalakanthi 117 

Kalaratri 10, 69, 110, 184-186, 221, 261 

Kali 3, 9, 30, 38, 39-40, 41, 42, 43, 44, 
45, 61, 64, 93-95, 96, 98, 146, 
185, 216, 221, 222, 261 

see also Bhadrakali, Daksinakali, 
Mahakali, Mahakalika, 
Smasganakali 

Kalika 44, 45, 93, 94 

Kalki 44, 45, 163, 222 

Kalyana 6, 8, 262 

Kalyanada 117 

Kama 34, 38, 111 

see also Kamadeva 

Kamada 117 

Kamadeva 40, 51, 73, 90, 108, 130, 131, 
155, 165, 217 

Kamakamesvari 131 

Kamakhya 43 

Kamala 39, 44 

Kamalatmika 39, 41, 45, 222 

Kamaripa 43 

Kamesi 130 

KameSsvara 131, 217 

KameSvari 9, 66, 117, 129, 130-131, 
217, 261 

Kangi-ten 33 

Kapalika 98 

Karanagama 59 

Karnamatangi 124 

Karnapisaci 124 

Karnapisacini 9, 65, 124-125, 217, 261 

Karnatara 124 

Kartavirya 183 

K4rtaviryarjuna 10, 30, 47, 69, 182-184, 
220, 221, 261 

Kasinathabhatta Bhada 10, 11 
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Katyayanagrhyasitrabhasya 7 
Katyayanasulbasitrabhasya 7 
Katyayani 185 
Krodhini 67, 153 
Krsna 9, 24, 30, 44, 45, 50, 68, 158, 161, 
163, 164, 166-169, 180, 219, 
222, 223 
see also (Sutaprada-) Krsna 
Krsnananda Agamavagisa 1, 4, 39, 42, 
56, 57 
Krtya 146 
Ksipraprasadanaganapati 33, 81 
Kubera 9, 10, 25, 26, 34, 57, 59, 66, 68, 
90, 115, 145, 176, 179-180, 203, 
218, 220 
Kukkuta 3, 10, 30, 69, 191-192, 221, 261 
KukkuteSvara 192 
Kulamavatantra 26, 55, 83, 140 
Kumaratantra 
see (Sanatkumaraprasna-) 
Kumaéaratantra 
Kirma 44, 45, 163, 222 
Kurukulla 124 
Kusmanda 185 
Kuvera 145 
see Kubera 


Laghusamvara 34 
Laghusyama 9, 25, 66, 127, 139-140 
Laksmanadesika Vv, 2, 8, 57 
Laksmi 2, 9, 30, 41, 42, 51, 64, 66, 67, 
70, 87, 88, 89, 90, 117, 141, 143, 
144, 157, 158, 160, 161, 162, 
163, 165, 166, 189, 204, 205, 
208, 209, 218, 219, 221, 222, 262 
see also Adilaksmi, Gajalaksmi, 
Jyesthalaksmi/Jyesthalaksmi, 
Kamala, Kamalatmika, 
Mahalaksmi, Siddhalaksmi, 
Vasudha-Laksmi 
Laksmi-Nrsimha 162, 209, 262, 263 
LaksmiganeSsa 49, 64, 87-88, 215 
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Laksmihari 10, 30,70, 204—206, 222 
Laksminarayana 205 
Lalita 50, 155 
Lahtasahasranama 50, 155 
left-handed (vada) Tantric path 23, 30, 
33, 37, 42, 83, 96, 98, 110 
linga 32, 33 
see also parthivalinga 
lingakosa 33 
liquidation 5, 23, 30, 54, 55, 100, 104, 
107, 110, 185, 199, 237, 238, 
252, 253, 254, 255, 256, 257, 258 
see also mdrana 
liquor 23, 33, 110, 127, 128, 140 


M 


Madana 130 

Madana 117, 120 

Madana-Mekhala 9, 65, 119- 120, 217 

Madane$vari 130, 261 

Madhavaraya Vaidya 1, 18, 55 

Madhubani 45, 61, 94, 111, 123, 150, 
156, 212, 216, 222 

Madhumati 9, 25, 65, 115-116, 119, 216, 
261 

Madhva 15 

madya 23, 33 

Mahabhagavata-(Upa)-Purana 37, 42, 92, 
109 

Mahabhaya 117 

Mahacinakramatara 30, 97, 98 

Mahadeva 94, 114 

Mahadurga 39 

Mahaganapati 33, 34, 81, 83, 89-91 

MahdaganeSa 89, 90 

Mahagauri 185 

Mahakala 44, 94, 111 

Mahakalasamhita 42 

Mahakali 13, 47, 69, 93, 186-188, 221 

Mahakalika 186 

Mahalaksmi 13, 44, 45, 69, 111, 187, 
188, 189-190, 221, 262 

Mahamaya 185 
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Mahamrtyumjaya 10, 48, 68, 175, 
176-178, 220, 261 
Mahapisaci 96 
Maharudra 44 
Mahasarasvati 13, 69, 187, 190-191, 221 
(Maha-) Sastr 10, 29, 30, 69, 192-194, 
221, 261 
Mahatantra 14, 15 
Mahatripurasundari 44 
Mahavidya 3, 30, 38—45, 61, 99, 109, 
111, 123, 128, 141, 148, 149, 
150, 155, 156, 217, 218, 222 
Mahendri 117 
Mahe§a 10, 68, 176, 178-179, 220, 261 
MaheSvara 44, 54, 69, 194-195, 221 
Mahidasa 7-8 
Mahidhara v, 1, 5—8, 23, 25, 30, 31, 35, 
47, 51, 53, 54, 55, 56, 60, 73, 
74 ff. 
see also Mahidasa 
Mahisamardini 39 
Mahisasura 101, 189, 190 
Mahisasuramardani 101 
maithuna 2A, 33, 98 
makdra 98 
Malini 117 
Malinivijaya 39, 42 
mamsa 23, 98 
Man-lion 25, 31, 160, 161, 209, 219, 263 
see also Narasimha, Nrhari 
Mangala 9, 68, 171-172 
see also Mars 
Mangala 117, 219 
Manikamika 10, 69, 181-182, 220, 261, 
263 
Manorama 117 
Mantradeva(ta)prakasika 3, 96 
Mantramaharnava (MMA) 1, 13, 18—20, 
55, 56, 83, 87ff. 
Mantramahodadhi (MM) vy, vi, xi, 1, 2, 4, 
5, 6, 7, 8ff. 
MantramahodadhipadarthadarSatika 11 
see also PadarthadarSa 
Mantrapada 2—3, 57, 74, 82, 89 
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Mantraratnakara 12, 81 
Mantrasara 3, 115 
mantrasastra 4, 10, 55 
Mantravallari 11 
Mantrayogasamhita 24 
Manusmrti 71 
marana 5, 23, 30, 54, 55, 100, 104, 107, 
110, 185, 199, 237 
Marici 121, 152 
Mars 31, 172, 219, 261 
Matanga 128 
Matanga 128 
Matanga-Siva 44 
Matangi 3, 9, 25, 38, 39, 41, 42, 43, 44, 
45, 65, 66, 96, 127-129, 
139-140, 217, 222, 261 
see also Jyesthamatangi, 
Kamamiatang1, Rajamatang!, 
Trailokyamohini 
Ucchistamatangi, 
Ucchistamatang1 
matrka 22, 31, 75, 104, 121, 152 
Matrkaksaranighantu 7 
Matrkanighantu 7 
matsya 23, 98 
Matsya 45, 222 
Maya 69, 163, 184-186, 188, 221 
see also Mahamaya 
Maya Jaganmohini 59 
meat 23, 98, 110 
Mekhala 117, 120 
Merutantra (MT) 5, 37, 57, 82, 86, 88, 
89, 94, 109, 118, 121, 126ff. 
mohana 23 
Mohanadnja 261 
Mohanagauri 261 
Mohini 59, 193 
Mola Ram 128, 150, 217, 218 
mother goddesses 22, 31 
Mrtyumjaya 177 
Mudgala-Purana 92 
Mundamalatantra 39, 41, 45 
Muni 261 
Mirtidhyana 29 


Naga 182 
Nandin 195 
Nandini 117 
Narada 13, 14, 17, 44 
Narada-Paficaratra 17, 92, 109, 165, 166, 
167, 168 
Ndarada-Purana (NP) 13, 14-18, 55, 56, 
57, 82, 94, 132ff. 
Narada-Samhita 17 
Narahari 67, 160, 219, 262 
Narasimha 9, 25, 48, 261 
see also Narahan, Nrhari, 
Nrkesarin, Nrsimha 
Narayana 
see Laksminarayana, Visnu 
Narayaniya 2 
Narmada 183, 184, 220, 221 
Nauka 10, 11 
Nibandha 4 
Nila 39 
Nilakantha 69, 194-195, 221 
Nilasarasvati 38, 64, 101-103, 216 
Niruttaratantra 39, 116, 127 
Niskala-Siva 111 
Nitya 39 
Nitydsodasikarnava (NSA) 3, 16, 155 
Nityotsava 76, 121, 152, 154 
Nrhari 14, 25, 30, 67, 160—163, 209, 219, 
262 
Nrkesarin 67, 160—163, 219 
Nrsimha 10, 44, 45, 49, 70, 160-163, 
208-209, 222, 262 
see also Laksmi-Nrsimha, 
Narasimha 
Nrsimhapatala 7 
Nrsimhasrama 4, 6 
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PadarthadarSa (by Kasinatha on the 
Mantramahodadhi) 10, 11, 107, 
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117-118 
PadarthadarSa (by Raghavabhatta on the 
Saradatilaka) 2 
Padmanidhi 145 
Padmapada 77 
Padmavati 39 
Padmini 117 
Paisaciki 124 
Paksiraja 68, 169-170, 219 
see also Garuda 
Paficabanesvari 130 
paricamudra 98 
paficapretasana 131, 155 
Paficaratra 59, 175 
Pancaratra 72 
paficdyatana 6 
paficopasana 6 
Papapurusa 9, 29, 63, 71-72, 215 
Para 134 
Paramanandatantra 73, 90 
Parasurama 44, 45, 113, 114, 222 
Parasuramakalpasitra 90 
parched grains 23 
PamaSavari 113, 126, 216 
parthivalinga 10, 29, 195 
see also linga 
Parvati 30, 65, 68, 69, 70, 73, 81, 85, 92, 
109, 112, 114-115, 141, 142, 176, 
177, 178, 179, 190, 194, 195, 
197, 198, 199, 203, 204, 216, 
218, 263 
PaSupata 15, 106 
Pasupatastra 106 
Pasupati 65, 106, 107 
patacitra 94, 111, 123, 129, 150, 212 
penis 32, 94 
Phanitbhatta 6 
Phetkarinitantra 3, 4, 35, 94, 96, 97, 98, 
99, 122, 192 
Phetkariya 3, 35, 97 
Picumata 34 
Pisaci 
see Mahapisaci 
Pisacini 124, 217 
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see also KarnapiSaci, Karnapisacini 

Pitambara-Upanisad 149 

Pracanda 154 

Pracandacandika 30, 37, 108 

Pramada 9, 65, 116-117, 216, 26] 

Pramoda 9, 65, 116-117, 216, 261 

PranaSakti 9, 25, 29, 63, 72-75, 107, 212, 
215 

Pranatosini (PrT) 5, 92, 109 

Prapaficasara (PS) v, vi, xi, 1-2, 3, 25, 
29, 32, 33, 41, 42, 49, 57, 58, 59, 
73, 74, 76, 8Off. 

Prapaficasarasarasamgraha (PSSS) 3-4, 
52, 53, 57, 74, 76, 80, 82, 85, 
1L1Sff. 

PrasannaganeSa 81-82 

pratimalaksana section 25, 47, 48, 49, 
50, 52, 53, 54, 56, 58, 60, 90, 
162, 179, 200 

Pratisthalaksanasarasamuccaya 3, 211 

pratydlidha 25, 94 

Pratyangira 9, 38, 67, 146-148, 218, 261 

(Prayoga-) Kramadipika 3 

prosperity 55, 104, 137, 138, 139 

see also pusti 

Pulindini 59 

punyapurusa 72 

PuraScaryamava 45, 61, 121, 126, 129, 
164, 171, 183, 217, 219, 220 

Purusasiktatika 7 

pusti 55, 104 

Pusti 85, 90 

Pustipati 90 


Radha 15 

Raghava(bhatta) 2, 51, 52, 53, 72, 73, 76, 
77, 78, 80, 91, 113, 122, 138, 
159, 171, 175, 196, 206, 207 

Ragini 117 

Rajamatangi 96 

RajarajesSvari 155, 156 

Raktacamunda 59 
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Rama 30, 44, 45, 158, 163, 222, 262 
Rama 66, 140, 161 
Ramagitatika 7, 30 
Ramatosana Vidyalamkara 5 
Rati 38, 65, 90, 108, 109, 110, 111 
Ratipriya 117 
Ratnasambhava 36 
RatneSvara Misra 6 
Ratriganesa 64, 91-93, 215 
Ravi 68, 170-171, 219 
Rddhi 85 
Renuka 59, 112, 113, 114 
Revanta 193 
Ruddha 117 
Rudra 50, 131, 155, 162, 261 

see also Maharudra 
Rudrajapabhasya 7 
Rukmini 30, 68, 166 
Rukminivallabhahari 68, 166-167, 219 
Rupadhyanaratnavali 61 
Rupamandana (RM) 58, 82, 177 
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Sabari 112, 113 

Sadangarudrabhasya 7 

Sadangarudrajapatika 7 

Sadasiva 44, 47, 155, 208 

SadaSiva(siiri) 11 

Sadhanamala (SM) 23, 35, 36, 100, 108, 
113, 121, 146, 153 

Sadyojata 179 

Sahasrarjuna 183, 220 

Sahibdin of Udaipur 184, 220 

Sailaputri 185 

Sailavasini 39 

Saiva 15, 25, 34, 35, 44, 48, 49, 52, 59, 
82, 107, 192, 193, 197, 203, 205 

Sakala 117 | 

Sakra 50, 54 

Sakta 15, 37, 42, 47, 48, 49, 92, 109, 155 

Saktapitha 110 

Saktapramoda (SP) 18, 39-41, 123. 217 

Sakti 79, 98 
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Saktiganapati 33, 81 
Saktigane$a 32, 64, 86-87, 207, 215 
Saktisamgamatantra 39, 109, 116, 122, 
149 
Saktivinayaka 10, 32, 70, 82, 86, 
206-207 
Sambhu 13, 114 
Samhitas 1 
Samkara 1, 13, 57, 146, 156 
Samkaranarayana 197 
Samkarsana 51 
Samkhyayanatantra 149 
Samtanagopala 169 
Samvara 185 
Samvarodaya 34 
Sanatkumara 13, 17 
(Sanatkum4raprasna-) Kumaratantra 29, 
58 
Sanatkumariya 3 
Sankhanidhi 145 
Sankhini 117 
Santi 23, 54, 55, 100, 104, 237 
Saptaksara-Vajradaka 185 
Sarada 10, 47, 55, 63, 70, 78, 85, 178, 
204, 207-208 
see also Sarasvati 
Saradatilaka (ST) v, vi, xi, 2, 3, 4, 8, 13, 
18, 25, 29, 32, 33, 40, 41, 42, 48, 
49, 51, 52, 53, 57, 58, 59, 72, 73, 
74, 76, 78, 79ff. 
Sarasvataprakniyatika 7 
Sarasvati 39, 51, 52, 55, 63, 75-77, 79, 
85, 101, 103, 104, 105, 127, 128, 
132, 135, 175, 190, 207, 215, 
221, 260 
see also Mahdsarasvati, 
Nilasarasvati, Sarada 
Sarvabuddhadakini 37, 108, 109 
Sastr 192-194 
see also (Maha-) Sastr 
Saévatavajra 97 
sat karmani 8, 10, 22, 55, 91, 237, 238 
Satcakranirupana 48 
Sati 42, 110 
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satkarman rites 5 

Saundaryalahari 141, 156 

Sautramaniviniyogasitrartha 7 

Savari 9, 65, 112-114, 216, 261 

Sesa 25, 169 

sexual organs 32, 33, 85, 86, 94 

sexual union 33, 94, 110 

see also intercourse 

Siddha 117 

Siddhalaksmi 85 

SiddhayogeSvarimata 34 

Siddhi 85 

Siddhidatri 185 

Silparatna (SR) 2, 29, 58, 74, 80, 84, 89, 
115ff. 

Silpasastra 1,5, 29, 58, 82, 211 

Sitala 9, 65, 122, 125-126, 217 

Siva 2, 6, 10, 13, 29, 30, 31, 33, 34, 36, 
42, 44, 46, 47, 48, 49, 63, 65, 66, 
68, 69, 70, 73, 77, 78, 79, 81, 89, 
90, 92, 94, 98, 99, 105, 106, 114, 
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Skanda 30, 50, 192, 195 

Skandamata 185 

Smara 65, 108, 109, 110, 111 

see also Kama 

smarta 1, 6, 8, 27, 72, 73 

Smaésanakali 95 

Sodasi 39, 40, 41, 42, 43, 45, 131, 155, 
917, 222 

Sri 9, 25, 42, 57, 66, 90, 116, 127, 141, 
143-144, 145, 158, 218 

see also Laksmi 

Srikumara 2, 58 

Sritattvanidhi (STN) 13, 49, 59, 61, 74, 
75, 92, 133, 147, 149, 150, 151, 
159, 182, 183, 188, 189, 191, 
203, 215, 217, 218, 220, 221, 222 

Srividya 9, 40, 42, 67, 154-157, 218, 261 

Srividyarnavatantra (SVT) 4, 5, 13, 14, 
37, 52, 53, 57, 72, 74, 80, 81, 82, 
84, 85ff. 

stambhana 5, 23, 29, 34, 41, 54, 91, 100, 


115, 131, 132, 134, 141, 142, 
146, 154, 157, 161, 172, 176, 
178-179, 180, 181, 182, 185, 
187, 192, 193, 195, 196, 197, 
198, 199, 203, 204, 207, 208, 


110, 148, 237 

Stambhini 67, 153—154 

subjugation 5, 23, 29, 51, 54, 55, 73, 100, 
104, 105, 110, 130, 135, 136, 
137, 142, 194, 201, 237, 252, 


216, 218, 220, 221, 259, 260, 253, 255, 256, 257, 258 
261, 263 see also vaSikarana, vaSya 
see also Daksinamirti, Hara, Sukra 9, 68, 173-174, 175, 220 
Kabandha-Siva, Mahadeva, Sukranitisara 47, 53, 104 
Mahakala, Mahamrtyumjaya, $Sulocana 117 
MaheSa, Maheévara, Sumukhi 9, 30, 41, 64, 83, 95-96, 216, 
Matanga-Siva, Mrtyumjaya, 261 
Nilakantha, Niskala-Siva, sun 6, 31, 171, 219 
Pasupati Surasundari 117 
Siva 142, 218 Sirya 1, 9, 68, 170-171, 193, 219, 261 
Sivaditi 25 Siiryamandalastha-Durga 59 


Sivanandanatha 10 

Sivanarayana 197 

Sivaramabhatta 11 

six rites 8, 10, 22, 23, 29, 54, 91, 185, 


SuSobha 117 

(Sutaprada-) Krsna 68, 168-169, 219 

Svapnavarahi 13, 66, 121, 127, 150-151, 
218 


237, 238 Svapnavati 127 
see also sat karmani, satkarman Svapnesvari 9, 65, 126-127, 151, 217, 
rites 261 
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Svamnakarsanabhairava 10, 70, 91, Tripurasundari 9, 30, 38, 40, 42, 43, 44, 

202-203, 221, 261 49, 67, 98, 105, 129, 130, 132, 
Svarnarekha 117 141, 154-157, 158, 218 
Svayamvara 9, 30, 65, 114-115, 216, 261 ‘Tryambaka 44, 49, 176, 177 
Syama 64. 93, 216 Tryambaka-Rudra 177 

Tvarita 39, 113 
7 
U 
a 192 - Uccanda 154 
main Homo uccatana 23, 30, 40, 54, 55, 100, 104, 

alee 105, 110, 122, 199, 237 
Tantraraja (TR) 4, 16,74, 117,119,141 chista 30, 33, 83, 96 
Tantrasadbhava 34 Ucchistabhairava 83 
Tantrasara (TS) 1, 13, 14, 30, 36, 37, 39, Ucchistacandalini 3, 30, 64, 83, 95-96, 

42, 56, 57, 74, 76, 78, 84, 89, 92, "128. 216 

94, 96, O8ff. Ucchistaganesa 30, a3. 64, 82-85, 96, 
Tantrasarasamgraha (TSS) 2, 3, 4, 57 215 


Tara 2, 9, 25, 29, 30, 37, 38, 39, 40,41, — Ucchistamatangi 83 


42, 43, 44, 45, 48, 49, 55, 61, 64, see also Trailokyamohint 


65, 96-107, 216, 222, 261 Ucchistamatangi 
see also Karnatara, | Ucchistayaksini 83 
Mahacinakramatara, Tarini, Ugratara 25, 30, 35, 36, 37, 40, 42, 64, 
Ugratara 96-99, 100, 108, 216 

Tarabhaktisudhamava 5, 14, 100, 101, Uma 114 

102, 104, 105, 107 Unmatta-UcchistaganeSa 13, 33, 64, 
Tararmava 14 82-84, 92, 215 
Tatpurusa 178 Upavidya 38 
Todalatantra 44, 45, 128 Urdhva 156 
Totala 113 
Trailokyamohanahari 9, 67, 165, 219 V 
Trailokyamohana(kara)ganeSa 33, 34, 

48, 64, 83, 88-91, 215 Vadali 121, 152 
Trailokyamohini Gauri 9, 29, 66, 135, Vagisvara 63, 79 

142, 218, 261 Vagisvari 9, 63, 79 
Trailokyamohini Ucchistamatangi 140 Vagvadini 39 
Trcabhaskara 1, 3, 5, 74 Vairocana 3, 36, 98, 211 
Trikayavajrayogini 37, 109 Vairocani 
Tripura 132, 155 | see Vajravairocani 
Tripura 39, 44, 132, 138, 139, 155 vaisakha 25 
Tripura(-antaka) 132 Vaisnava 15, 44, 51, 59, 87, 90, 107, 154, 
Tripura Bala 29, 40, 76, 130, 131-139, 162, 165, 188, 189, 197, 205, 208 

217 VaisSravana 145, 218 
Tripurabhairavi 40, 41, 42, 132, 222 vaiSvadeva 8 
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Vaivasvata 199 
Vajradaka 34 
Vajraprastarini 74, 107 
Vajraprastavini 74 
Vajravairocani 30, 37, 38, 108, 109 
Vajravarahi 37, 109, 110, 185, 216 
Vajravarmani 30, 37, 38, 108, 109 
Vajrayana 146 
Vajrayogini 30, 37, 108, 109, 110 
see also Chinnamunda Vajrayogini, 
Trnikayavajrayogini 
Vajresi 74 
Vakratunda 13, 63, 80-82, 206, 215 
Vallabha 77 
Vallabha 34, 85 
Vallabhesa 34, 90 
Vallabhesa-Upanisad 34, 90 
Vamadeva 178 
VamakeSvaratantra 129 
vamamarga 23 
Vamana 44, 45, 163, 222 
Vanadurga 179 
Vandi 118 
Varaha 44, 90, 121, 151, 163, 218, 222 
Varahamihira 53, 200 
Varahamukhi 121, 152, 153 
Varahi 9, 65, 67, 120—121, 150—154, 
217, 218, 261 
see also Svapnavarahi, Vajravarahi, 
Vartali/V artali 
Varahikalpa 13 
Varali 121, 152 
VameSvari 77 
Varnini 30, 38, 40, 65, 108, 109 
Varsakrtyadipaka 13 
Vartali/Vartali 9, 65, 67, 120-121, 
152-154, 153, 217, 218 
see also Varahi 
Varuna 50, 182 
vaSikarana 5, 29, 51, 54, 55, 73, 100, 
104, 105, 110, 130, 137, 142, 
194, 201, 237 
VaSistha 37, 98 
Vasudeva 51 
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Vasudevakamalaja 205 

Vasudha-Laksmi 144 

Vasudhara 3 

Vasus 162 

va$ya 23, 237 

Vatavasini 117, 119 

Vatayaksini 9, 65, 116, 118-119, 217, 
261 

Vedadipa 7 

Vedavyasa 9, 68, 174-176, 220, 261 

Venugopala 164 

Venus 31, 174, 220, 261 

Vibhrama 117 

Vicitra 117 

vidvesana 23, 29, 237 

Vidyaranya Yati 4, 57 

Vijaya 169 

Vijaya 109 

Vilasini 117 

vindyaka 31 

VireSvara Mahadakara 11 

Viriganapati 33, 81, 85 

Virtuous Man 72 

Viriidhaka 50, 54 

Virlipaksa 51 

Visala 9, 65, 117, 119-120, 217 

Visanarayaniya 2 

Visnu 2, 6, 15, 25, 30, 34, 37, 44, 47, 48, 
50, 51, 54, 60, 87, 89, 90, 98, 
105, 111, 121, 131, 141, 144, 151, 
155, 156, 157, 158, 160, 162, 
163, 164, 165, 166, 170, 175, 
176, 180, 183, 187, 188, 193, 
197, 205, 209, 217, 219, 222, 223 

Visnu-Siva 197 

Visnubhaktikalpalataprakasa 7 

Visnudeva 3 

Visnudharmottara-Purana (VdhP) 25, 47, 
49, 50, 51, 52, 53, 54, 57, 58, 60, 
90, 162, 179, 200 

Visnusahasranama | | 

Visvanatha 10 

Visvanayika 117 

ViSvapalini 77 
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Visvesa 263 see also (Madana-) Mekhala, 
Visvesvarabhatta Agnihotrin 11 Ucchistayaksini, Vandi, 
Vyasa 32, 174-176 Vatayaksini, Visala 
see also Vedavyasa Yama 3, 10, 50, 51, 69, 199-200, 221, 
261 
W Yamantaka 3 
Yoganuttaratantras 34 
wine 98 y i iuthachravivarana 7 
ogavasisthasaravivarana 
Y Yogavasisthasaravivrtti 7 
| Yogini 116 
Yaksa 26, 31, 83, 115, 145, 182 see also Vajrayogini 
Yaksini 9, 18, 25, 65, 115, 116, 117, 118, | Yoginisamcara 34 
119-120, 217 Yoginitantra 34, 116, 127 
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